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Thesis Abstract 
This thesis examines the significance of social learning in community-based media 
and arts contexts. It takes as its focus the use of storytelling by organisations in the 
community cultural development and community media sectors as a way of enacting 
social change from within communities. It argues that these organisations sit in the 
realm of a hybrid-learning environment; they are neither formal institutions, like 
schools or colleges, nor do their volunteers produce media outcomes in a 
professional capacity. Yet, they must maintain certain standards of quality in their 
processes and outcomes to be of ongoing value in their communities and to funders. 
It is argued that such community organisations create networked social learning 
systems, and the co-creative media practice explored in this thesis is learnt ‘in situ’ 
in communities of practice (Lave & Wenger, 1991; Snyder & Wenger, 2010; 
Wenger, 1998, 2000, 2010, 2011; Wenger, McDermott, & Snyder, 2002; Wenger, 
White, & Smith, 2009; Wenger-Trayner & Wenger-Trayner, 2015). 
Social learning and storytelling are also explored as complementary social learning 
strategies. Community arts and media organisations work with the affordances of 
digital media as technology stewards to extend and broker the participatory 
potentials of these strategies. Storytelling is a way of producing a narrative. It also 
provides a means for exploring the meta-narratives of learning. One meta-narrative 
of particular interest to this research is generated by community arts and media 
organisations as they learn to facilitate fluid social learning environments. This is 
apparent in the collaborative storytelling case studies considered in this thesis. Many 
of these examples are project oriented, with a high turnover of volunteers and paid 
staff. The imperative for such organisations is to quickly learn how to learn, as well 
as to simultaneously facilitate community and individual learning. This multi-level 
learning is also participatory and collaborative. Furthermore, this social learning 
contributes to moulding, shaping and re-inventing contemporary storytelling 
practices in a participatory media landscape and developments that occur through 
networks of practitioners with diverse expertise. These insights into social learning 
and the facilitation of storytelling as co-creative media practice provide the 
foundation for an important contribution to community media, arts, and education 
scholarship, in addition to professional learning, and public policy. 




Co-creative Media, Community Arts and Cultural Development, Community Media, 
Communities of Practice, Digital Habitats, Digital Storytelling, Participatory Media, 
Social Learning, Storytelling, Systems, Technology Stewardship
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Chapter 1 - Introduction 
"The universe is made of stories, not of atoms." 
― Muriel Rukeyser 
This thesis investigates collaborative storytelling practice as a catalyst for social 
learning. When stories were mediatised on an 'industrial' scale – for example, 
through our modern media production and distribution industries – communication 
was ultimately concentrated in 'top down' institutional and technological contexts 
(Hartley, 2013; Hartley & McWilliam, 2009; Hartley & Potts, 2014; Rennie, 2006). 
This industrial mode of storytelling persists, but now more 'participatory' systems for 
mediatising stories and storytelling are burgeoning. Much scholarly attention has 
been paid to the role of the Internet in this social transformation. This thesis takes a 
different focus. Community media and arts organisations have always been at the 
forefront of participatory and grassroots culture, long before the era of the Internet 
(Hawkins, 1993; Howley, 2010; Rennie, 2006). This thesis argues that these are 
important emergent contexts of social learning through storytelling for a variety of 
reasons. The significance of community media and arts in the changing social 
learning landscape is often overshadowed by the emergence and continuing 
evolution of informally created user-generated content in an online digital era. These 
developments in online content creation have certainly thrown up some important 
challenges to community media and arts sectors in regard to significance and 
purpose. One challenge of particular interest here are the points of convergence 
between community media and arts organisations, as a result of how they are making 
use of new media. As a result, this thesis argues that the community-based 
storytelling practices of community arts and media practitioners and organisations 
are important sites of social learning in the digital era.  
In order to investigate how these organisations, projects and associated networks are 
important contemporary infrastructures of social learning, this thesis argues that 
community media and arts organisations shape distinctive social learning systems, 
our knowledge of which can be deepened by paying particular attention to the 
techniques and methods of collaborative storytelling that have developed in and 
facilitated these contexts. Community media and arts organisations provide 
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alternative learning environments to those of formal education. They are also 
relatively open to researchers and opportunities to generate new understandings of 
what it is that they do – in this case, the value and importance of social learning and 
the communities of practice (Wenger, 1998) at the intersection of these networks.  
Storytelling has always been intrinsic to the human condition and it is a way in 
which we learn (Beinhocker, 2007; Gottschall, 2012; Hartley & McWilliam, 2009; 
Hendry, 2007). This thesis considers how existing community infrastructures help 
ordinary people to create and share their own unique stories for the benefit of others. 
It takes a contemporary focus and considers various means of digital storytelling and 
how these practices contribute to social learning. John Hartley (2009a) makes a 
powerful argument about the role of digital storytelling practices in social learning. 
He argues that literacy belongs to the social system, not to individuals, and that the 
social system “requires both individual agents and organizing institutions” (p. 34). It 
is argued here that the social learning facilitated by community media and arts 
organisations and practitioners is important to a range of literacies in the larger social 
system. Particularly important is their capacity to anticipate and respond to the social 
learning requirements of the larger social system on a needs basis, and to facilitate 
rapid learning about the use of participatory storytelling techniques through their 
own networks in vulnerable funding or fluid environments.  
Drawing upon critical media and education studies, social learning provides a 
nuanced way of understanding how community-based mediatisation of stories is 
implicated in social change. Social learning is taken here to be multi-dimensional. It 
includes internally focused processes of personal and community transformation, as 
well as wider processes of social change. Despite the hype that we live in a new 
media world, and that everyone can have a voice, there are still concerns of a "digital 
divide" and "participation gap" (Jenkins, Purushotma, Weigal, Clinton & Robinson, 
2009). In reality, digital technology is not accessible for all, whether that be a matter 
of circumstance, location, skills, knowledge or general affordability. The 
participation gap also refers to knowledge on how to use these technologies for 
social participation. Community media and arts organisations have developed 
considerable capacity and expertise in bridging this gap, and extending opportunities 
for self-representation to geographically and socially isolated groups and individuals, 
and provide opportunities for these groups to have a voice and sustainable skills to 
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continue to do so. They make up a diverse system of alternative learning 
environments, and invite discussion around the concept of learning in situ in 
communities of practice (Lave & Wenger, 1991; Wenger, 1998, 2000).  
Social change can be as simple as the acquisition of new skills, such as digital and 
traditional literacies, ICT skills, social skills, and other transferable skills, for groups 
that would otherwise not have access to these opportunities (Rennie, 2006, 2011; 
Tacchi, 2009; Tacchi & Kiran, 2008). Social change is also achieved through social 
inclusion and participation, as well as improving access by a diverse range of publics 
to the stories produced in a community-based context. These forms of everyday 
activism (Berlant, 1997, 2008; Vivienne, 2011; Vivienne & Burgess, 2012; Warner, 
2002) also provide possibilities of social change and learning arising from improved 
and increased visibility of socially disadvantaged groups.  
Digital storytelling, as a community-based participatory and co-creative media 
practice, is the focus as the means to explore the use of creative expression in social 
learning outside formal education institutions. Digital storytelling will be discussed 
in depth in chapter 3. It is also used to explore how community arts and media 
organisations and practitioners themselves learn through experimentation with 
techniques for facilitating ‘bottom up’ storytelling techniques through the reification 
of co-creating stories from their communities. Bingham and Connor (2010) suggest 
that storytelling is a form of social learning, and it is also of great relevance for how 
organisations learn.  
This research is important to examine how these community media and arts 
organisations learn about new media practices, such as digital and co-creative media 
based storytelling, and the challenges and opportunities related to learning how to 
facilitate such personal storytelling in these organisations in light of vulnerable 
circumstances. Although co-creative media is discussed in greater detail in chapter 3, 
for the purpose of this introduction, co-creative media can be described in the context 
of this study as a participatory and facilitated media practice that has its roots in 
community media and arts sectors (Spurgeon, 2013; Woodrow et al., 2015).  
Using a multiple case study approach, this thesis investigates storytelling as a tool for 
social learning in community media and arts contexts. It considers how storytelling 
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contributes to how organisations learn and have learnt about facilitating storytelling. 
The study is empirically based on in-depth interviews, observation and qualitative 
data analysis to provide rich data collection and analysis to investigate the processes 
of learning in the storytelling activities of community media and arts organisations, 
and their contributions to the shaping of contemporary storytelling practices.  
This chapter explains the questions that this research has addressed, outlines the 
context of this study, and situates it at the intersection of Australian community arts 
and media practice with an introduction to the case studies. It then considers the use 
of the term ‘community’ throughout this thesis, and concludes with a discussion of 
the structure of this thesis.  
Research Questions  
The objective of this study is to explore how community media and arts 
organisations learn to facilitate and use bottom up media practices, such as 
collaborative and digital storytelling, and how these methods are then used in such 
organisations. For the purpose of this thesis, this field of activity is framed as a social 
learning system. This study explores how learning occurs in this system by seeking 
answers to the following research question and three related sub-questions.  
How do community-based media, arts and cultural organisations learn to facilitate 
storytelling as a co-creative media practice?  
This is the primary research question. Most terms in this question will be introduced 
in this chapter, with the exception of ‘co-creative media’ that was briefly introduced 
above. Co-creative media describes the particular mode of collaboration of interest to 
this study, and is discussed in detail, along with storytelling as a purpose for social 
learning, in chapter 3.  
A) How do community media and arts organisations develop project practice 
through social learning in order to maintain and develop current knowledge in an 
evolving media landscape? 
This research sub-question aims to ascertain how these community organisations 
actually practice co-creative storytelling, how these practices are shaped by their 
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purposes and contexts, and what is learnt in this process. Chapter 3 explores the 
substantial prior research at the layer of storyteller to facilitator. This research turns 
to the next level of the social learning system to consider the social learning that 
occurs between the facilitator and the organisation and also considers how 
community media and arts organisations stay current with their practice in the 
evolving media and funding landscape.  
B) How do the participants in these co-creative media projects contribute to the 
project and organisational level learning? 
The personal voices of participants have the potential to be amplified through 
storytelling activities supported by community arts and media organisations. This 
question addresses how community media and arts organisations adapt their practices 
to suit the challenges and opportunities that creative expression presents for 
storytellers and their communities.  
C) How do the experimental and social nature of community media and arts 
organisations and their programs of community engagement influence how they 
learn? 
Much of the storytelling activity in Community Arts and Cultural Development 
(CACD) and community broadcasting sectors is both an important form of social 
learning and experimentation in learning how to facilitate and tell stories. This can be 
the result of design or contextual constraint, or both. For example, the social or 
organisational context of the storytelling projects in this research is largely voluntary. 
At the same time these activities rely on grant based funding that requires 
experimental discovery in the processes or forms of storytelling.  
Research Context 
This study of social learning and storytelling took place between 2012 and 2015 and 
focused on organisational and individual facilitator learning that occurs in the 
community media, arts, and cultural development sectors. This context shaped the 
study and participating organisations in important ways. A key finding of this 
research is that learning in these sectors is, by necessity, fluid and flexible, not only 
as a response to the rapidly changing media landscape and high staff turnover, but 
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also because of constant shifts in funding arrangements. Over the course of this 
study, the community broadcasting and CACD sectors that are the focus of this study 
have been in volatile positions with government funding, with consequences for what 
and how they learn. For example, many organisations are project based, and their 
activities are often contingent on grant based funding. Major funding crises arose at 
both a state and federal government level during this research. An outline of these 
recent issues and how they impacted upon the case study organisations is provided 
below, along with some broader historical context that provides the foundation built 
upon in later chapters for regarding CACD and community broadcasting sectors as 
social learning systems.  
The case studies presented in this thesis illustrate the vulnerability of the community 
broadcasting and CACD sectors in regard to government funding. They also 
demonstrate activism as a result. These sectors are pro-active, innovative and sites of 
social learning and social change. The CACD and community broadcasting sectors 
exhibit a strong activist culture, and are often based in local communities that have 
benefited, and continue to benefit, from organisations that facilitate social learning 
through storytelling practice. 
The Community Arts and Cultural Development (CACD) Sector  
The CACD sector is made up of more than 400 small organisations and sole 
practitioners involved in a variety of arts practices (Creating Australia, 2014a). 
Community arts practice is characteristically fluid (Kasat, 2013). Many CACD 
projects and organisations incorporate digital media in their creative work.  Creating 
Australia,1 established in 2013 as an advocacy and coordinating agency for the 
sector, has tentatively defined CACD activity as “… the creation of art by, with and 
for people from the community for the purposes of growth, positive change, cultural 
expression and/or improved health and wellbeing for individuals and communities” 
(Creating Australia, 2014b).  
                                                
1 As of January 2016, Creating Australia merged with the Cultural Development Network (CDN), and 
will continue arts advocacy as part of this merger. 
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The history of the CACD sector has been shaped by arts practice as well as arts 
policy (Hawkins, 1993; Kasat, 2013; Shea, 2013, 2014). It was known as 
Community Arts (CA) in the 1970s, Community Cultural Development (CCD) from 
the 1980s to 1990s and, more recently, was acknowledged as an amalgamation of the 
two earlier formations as Community Arts and Cultural Development (CACD) 
(Creating Australia, 2014a). Various changes in government, funding initiatives and 
cultural policy have had a profound impact on the evolution of this sector (Hawkins, 
1993).  
Collaboration and outreach, often between CACD organisations and other social 
services sectors such as health and education, for example, are important features of 
CACD activity in Australia: "One of the long-term successes in the community arts 
and cultural development field has been the capacity to develop collaborations and 
partnerships with a range of government and non-government sectors" (Horton & 
Moynihan, 2002, in Kasat, 2013, p. 19). As further noted by Pip Shea (2013, p. 1), 
"community arts and development has traditionally been considered a collaborative 
creative pursuit". An example of such collaboration in this sector is the Creative 
Recovery Network (CRN), the case study discussed in chapter 5 of this thesis. 
However, the CACD sectors are vulnerable in regard to government funding, and the 
collaborative nature of the sector has also manifested in campaigns to assert the 
position and value of community arts practice in the wider community in light of the 
circumstances. An example of such is the Free the Arts campaign, discussed below.  
#FreetheArts 
In policy terms, CACD can be understood as a sub-sector of arts policy, which 
encompasses companies involved in major performing art forms, such as theatre, 
opera, dance and fine music, as well as the literary and visual arts. CACD also 
includes public cultural institutions, such as galleries, museums, libraries and 
performance venues. The arts have historically been contingent upon both federal 
and state policy settings and funding. Their fortunes have varied with changes in 
policy that coincide with changes in governments.  During the first half of this study 
in 2013, the then Labor Government, and federal Arts Minister Simon Crean 
launched Creative Australia: the National Cultural Policy. The aim of the National 
Cultural Policy was, as former Prime Minister Julia Gillard noted,  "...a matter of 
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equality, to make the arts more accessible to all Australians and to better ensure that 
culture and creativity are seen as mainstream elements of Australia's social and 
economic life" (Australian Government, 2013, p. 2). The policy was to include 
modernising governance, the investment of $75.3 million in new funding for the 
Australia Council, and the transfer of $39 million to the Australia Council and $22.8 
million for a visual arts and craft strategy. As part of this, the Australia Council 
would redesign its grant model, engage more broadly with Australian artists through 
peer assessment, create a more flexible structure, develop a five-year plan starting in 
2014-2015, and engage in greater dialogue with artists (Australian Government, 
2013, p. 11). However, this changed on the 7th September, 2013 as a new Coalition 
(Liberal/National Party) government was elected, and by August, 2014, and after 
considerable restructuring of the Australia Council, the Creative Australia policy was 
considered "dead" (Eltham, 2014).  
In May 2015, as I neared completion of this study, the now former federal Minister 
for the Arts George Brandis announced that there would be another significant 
restructure in the Australia Council grants process in the second year of the new 
government's budget. Funding would be cut to the Australia Council at a cost of $28 
million. In 2015, funding was to further decrease in the federal budget, and the 
Australia Council would be required to cut a further $23 million out of the 2015-16 
funding rounds to cater for the new budget position (Stone, 2015). This ignited 
considerable upset in the arts sector for vulnerable small to medium CACD 
organisations that would be most affected by these cuts (CACD organisations of this 
size include Feral Arts, CuriousWorks, and Big hARt). The new funding model's 
focus is on ‘excellence in the arts’, but what this means in the wider arts community 
has been a matter of serious debate, and there is concern that such a funding model 
will favour the bigger players (e.g., state run theatre companies). As much of the 
innovation in the Australia arts landscape happens in small to medium organisations 
and in community-based projects, there is concern that reduced funding in these 
areas will have a profound effect on emerging talent and creative arts practice.  
After several nationwide protests from small to medium arts organisations, 
individual practitioners and associated participants in the arts sector, the Free the 
Arts (also known as #FreetheArts as per its social media activist hashtag) campaign 
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was launched, attracting considerable attention. A meeting was held at Parliament 
House in Canberra on the 18th June, 2015 and, as a result, a Senate Inquiry into the 
Arts was instigated. As of the July 17th, 2015 deadline, the Senate Inquiry into the 
Arts had received over 2,260 submissions from the general public and arts sector 
protesting the cuts, “showing the depth of feeling around the issue, which could see 
smaller companies 'die of asphyxiation', according to the head of Australia's peak 
arts body (NAVA)" (Cuthbertson, 2015, para.1). As Jade Lillie, CEO of Footscray 
Community Arts in Melbourne further noted,  
…[w]e partner with artists and organisations that are working with 
marginalised communities, we provide a creative and culturally safe 
space for people to gather, celebrate, share and make work...Audiences 
are communities. Communities are both local and global. The Arts can be 
the primary tool for amplifying social, cultural and political issues. This is 
why we are under threat. (Lillie, 2015, para. 6).  
Arts advocacy came to the forefront, and the plight of the CACD sector garnered 
considerable national interest and discussion about the place of the arts in wider 
society. As a result, the campaign asserted the legitimacy, and demonstrated the 
impact and qualities, of participatory arts in the wider arts policy context. The 
context of this campaign is important, as it draws attention to the significance of this 
sector’s social learning capacity in Australia as a result of a fluid funding landscape.  
As mentioned earlier in this chapter, case study methodology has been used in this 
thesis, and a more in-depth discussion of this research design can be found in chapter 
4. A case study methodology explores how these organisations are learning in such 
fluid funding landscapes and this can be examined in situ. For the purpose of 
introducing the study, a brief summary of the contexts of these cases explored in this 
research study is supplied below.  
Community Arts and Cultural Development (CACD) – Case Study 
The CACD case study undertaken for this thesis in chapter 5 is also a micro study of 
project based funded initiatives and policy shifts.  It explores social learning in post-
disaster recovery through storytelling and multi-party collaboration led by the CACD 
sector in a network formation called the Creative Recovery Network (CRN). A 
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component of this case study involves the Afloat project, which used digital 
storytelling as one of the recovery based participatory arts practices, for recuperative 
and therapeutic purposes. The CRN produced a purpose built learning network for 
this sector to share case studies and learning experiences in the emerging area of 
creative recovery work. Digital storytelling was also used as a method for capturing, 
disseminating and storing this new knowledge of arts based recovery best practice 
through the CRN. The intention here was for this knowledge to be recoverable and 
available for use in future post-disaster contexts. This arrangement accommodated 
both the exceptional, needs-based nature of post-disaster recovery, as well as 
uncertainty about the ongoing existence of the CACD organisations involved. The 
case provides a valuable exploration of a site of social learning, and an example of 
how organisations learn to facilitate storytelling with co-creative media practice, 
particularly in a fluid arts landscape. 
The Community Broadcasting Sector  
The storytelling projects undertaken in the community broadcasting sector are also a 
primary focus of this research. The community broadcasting sector is "Australia's 
largest independent media sector, with 460 independent community-owned and 
operated broadcasting services, including radio and television stations and remote 
Indigenous services. The national radio audience reach is 5 million per week" 
(CBAA, n.d.). It has been argued that community broadcasting is a participatory 
media form that pre-dated and anticipated the Internet (Rennie, 2006). The first 
community radio station in Australia was licensed in 1972. Community radio stations 
currently operate in both regional and urban areas across Australia: with 41per cent 
located in regional areas, 25 per cent in rural areas, and 34 per cent in suburban and 
metropolitan locations (CBAA, n.d.). Community broadcasting services in Australia 
are licenced by the Australian Communications and Media Authority pursuant to the 
Broadcasting Services Act 1992, and are also governed by a Code of Practice. These 
radio stations are not-for-profit, and must allow for access and participation in all 
areas of broadcast (CBAA, n.d.). The community broadcasting sector is largely self-
funded, but does receive some government assistance via the Community 
Broadcasting Foundation (CBF), which is described as, "an independent non-profit 
funding agency that seeks, secures and distributes funding to support the 
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development, creativity and sustainability of community broadcasting in Australia." 
(CBF, n.d.). The CBF is supported by the Australian government via the Department 
of Communications. There are a number of peak advocacy and coordinating 
organisations in the sector, including the Community Broadcasting Association of 
Australia (CBAA), which represents about 300 community broadcasters. The CBAA 
also hosts a number of sector-wide projects that are supported by the CBF, including 
the Community Radio Network, a satellite based program supply service, that gives 
locally produced content national reach.  
Most learning in this sector is social, and this is discussed later in chapters 2 and 3, 
however, its role as an informal training ground for media industries has long been 
recognised (Howley, 2010; Rennie, 2006). This has contributed to the development 
of formal training opportunities within the sector. The sector now supports a number 
of Registered Training Organisations (RTOs), including the Community Media 
Training Organisation (CMTO) that started in 2011, and offers a range of 
professional facilitation and nationally accredited certificate based courses in media 
practice, with a large emphasis on radio broadcasting. The CMTO is based in 
Sydney, but has a national remit and delivers training in other states, and to rural and 
regional stations, which do not have the resources to provide this kind of training.  
Many Australian stations also have their own formal training programs and 
initiatives. One prominent example is SYN Media (Student Youth Network) in 
Melbourne, with its large, youth based media education focus (Rennie, 2011). 
Learning in this sector often resembles the apprenticeship model (Lave & Wenger, 
1991), which includes formal training provided by RTOs and social learning in 
communities of practice (Wenger, 1998) that develops ongoing project practice 
within such community-based organisations. This will be discussed further 
throughout this thesis, with particular reference to chapter 6 as a case study situated 
in the community broadcasting sector.  
Additionally, like the CACD sector discussed earlier in this chapter, there are 
considerable funding issues that affect learning in this sector, especially in regard to 
vulnerability and fluid learning environments as a result of the voluntary nature of 
the sector, and sustainability of storytelling projects and programs. The voluntary 
nature of the sector creates a high turnover of staff and volunteers, and vulnerability 
is a result of various funding issues, such as those discussed below. Such funding 
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situations also highlight the activist, innovative and proactive nature of the 
community broadcasting sector.  
#CommittoCommunityRadio 
In 2014, the community broadcasting sector, like the CACD sector, was also under 
threat of funding cuts. Initially, this affected radio, but later community television. 
The CBAA instigated a largely online campaign to demonstrate to the federal 
government that community radio indeed had a place in the Australian media 
landscape that was valued and relevant to the Australian community. This campaign 
was known as 'Commit to Community Radio' (or, as its activist social media 
variation #CommittoCommunityRadio). As noted on the campaign’s website, the 
Commission of Audit recommended that the funding for the Community 
Broadcasting Program be abolished. Should this be adopted at the upcoming budget, 
this would put community broadcasting in jeopardy (Commit to Community Radio, 
2014). The campaign website further noted: 
Community broadcasting has always been significantly self-funded. The 
level of ongoing Federal Government funding through the Community 
Broadcasting Program provides just 8.5 per cent of average station 
income. And the Federal Government provides no dedicated ongoing 
funding support for community television. 
However, while modest, Federal Government policy and funding support 
is crucial to the sector's ongoing operation and development.  (Commit to 
Community Radio, 2014)  
The campaign's online petition attracted 57,453 signatures. On the 13th May, 
2014 the campaign proved successful and the federal government spared 
funding cuts to the sector. As Adrian Basso, 2014 CBAA president commented:  
For local communities, community broadcasting is vital. It plays a crucial 
role in providing a voice for communities that aren't adequately serviced 
by other broadcasting sectors including Indigenous Australians, ethnic 
communities, the print and vision impaired, young people, seniors and 
Australian musicians across all genres.  (Commit to Community Radio, 
2014).  
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The success of the campaign indicates community passion and an understanding of 
the services that the sector brings to the wider community. Community television, on 
the other hand, was not as fortunate.  
#CommitToCommunityTV 
Later in 2014, the six community television stations faced a somewhat different 
threat, which was not only related to funding, but also to technology. Community 
radio has been able to develop in Australia largely because of the relative security of 
the broadcasting spectrum. Community television has not had the same success in 
gaining spectrum consideration. This is a key factor that has seen most services 
struggle to achieve viability. In 2014, the federal government decided it would be 
cost effective to resume its recently allocated digital spectrum, and suggested that 
these services should move online:  
On the 10th of September 2014, the Minister for Communications, 
Malcolm Turnbull, announced his proposal to not renew Community 
Television operators' Apparatus Licence beyond 2015. To support this 
proposal the Minister declared that currently vacant spectrum (the so 
called sixth channel) would be required to test and trial a new 
broadcasting compression standard (MPEG-4) that is more efficient and 
could have the potential to carry more services. Community TV would 
have to make way for these trials to occur.  (Commit to Community 
Television, September 2014).  
The sector argued that this was misguided. The 2014 Australian Multi-Screen Report 
noted that 89 per cent of media consumed by the Australian audience is still 
delivered by broadcast television (OzTam, 2014). Although online media is new and 
innovative, it still has a long way to go to replace broadcast television. The campaign 
attracted 24,107 online supporters. However, despite strong support from both the 
Australian public, and well-known media talent, it appeared that there would be no 
extension to the 31st December, 2015 deadline. However, since Malcolm Turnbull 
became prime minister in mid-2015 (and at the time of finalising this thesis for 
submission), it seems that community television has been given another reprieve. 
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Community television stations will now move online at the end of 2016 (Brown, 
2015).   
Community Broadcasting – Case Studies 
Two case studies of social learning through storytelling in the community 
broadcasting sector were undertaken for this study. Like the case study in the CACD 
sector discussed earlier, both cases here exist in vulnerable funding environments 
and I have discussed this context below.  
Chapter 6 explores the weekly radio based program, All the Best (ATB) that is 
broadcast, streamed and podcast around Australia. This case traces the development 
of ATB from its inception at a suburban Sydney community radio station to its 
present form of a distributed networked production involving volunteer producers 
and facilitators working in small groups and independently in numerous locations 
across Australia. ATB producers have been recognised for their considerable 
contributions to storytelling innovations, including a notable experiment in the 
multimedia potential of digital radio transmission technology, which is also 
considered as part of this case study. Modest, but nonetheless crucial, coordination 
for ATB is funded through the Community Broadcasting Foundation. Prospects for 
renewed funding support were threatened by proposed funding cuts. ATB also 
collaborates with an event-based program, Radio with Pictures that has been funded 
by both the Community Broadcasting Foundation, and public service media with the 
Australian Broadcasting Corporation (ABC). This case study explores how the 
facilitating community radio stations and their producers have learnt to tell these 
stories through experimentation and practice. It examines how they have created a 
sustainable storytelling practice in a sector often regarded as a training ground with a 
high turnover of voluntary staff and a vulnerable funding environment.  
In chapter 7, I explore CitizenJ, an experimental new media program hosted by the 
digital culture centre, The Edge. The Edge is attached to the State Library of 
Queensland (SLQ) and is a project based experiment in public history and culture 
partnerships between the galleries, libraries, archives and museums (GLAM) cultural 
sector and community broadcasting sector, with publishing partnerships including 
local community radio stations. CitizenJ was not directly affected by the arts funding 
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threats of 2014 for two main reasons: first, it is philanthropically funded and does not 
rely on direct government funding, although it does rely on the soft and hard 
infrastructure of cultural and community media organisations; second, decisions not 
to pursue re-funding for the project were made prior to the 2014 federal budget. This 
provides a funding context of the type of organisations involved in the learning that 
occurred between facilitators with different interpretations of citizen journalism 
practice. In particular, how the GLAM sector, and its partners in the community 
broadcasting sector, established this project as a way in which to experiment with 
new media practice in a largely voluntary community based storytelling program.  
As a result, these case studies are examples of social learning in fluid community 
based organisations. 
The Meaning of 'Community’ 
The word ‘community’, used throughout this thesis, is a word that has many 
associations and connotations in both scholarship and in everyday use. In the context 
of this study, it is used to discuss 'community media', 'community broadcasting', 
'community arts and cultural development' and 'community of practice'. The meaning 
of 'community' is slightly different in each of these contexts, but can be defined in its 
broadest sense as a “unified body of individuals, state or commonwealth, a group of 
people with common interests, a group linked by common policy, society at large, or 
a social state or condition” (Merriam-Webster Dictionary). This dictionary definition 
highlights how difficult it is to define ‘community’, and it is perhaps more useful to 
look at how ‘community’ is defined by the various sectors of community arts and 
media practice.  The major single funding body to the CACD sector, the Australia 
Council for the Arts, has defined 'community' as follows:   
• A community is a group of people who share something in common. It 
could be defined geography (e.g. the region in which it operates), 
cultural or linguistic background (e.g. the Indigenous community; the 
Sudanese refugee community), by demography (e.g. young people), or 
in terms of an interest (e.g. local history), issue (e.g. the environment), 
common experience (e.g. disability) or need (e.g. people affected by 
the Global Financial Crisis).  
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• Communities are defined by their members – and they only exist if 
there is some awareness, consciousness, structure or affinity between 
members  
• Communities are complex, overlapping, co-existent and multi-faceted. 
(Williams & Jones, 2011, p. 2).  
Furthermore, the concept of community as a way of building and cohering the 
identity of the CACD sector itself is not to be overlooked. As noted by Gay Hawkins  
(1993, p. 23), the term 'community' is ambiguous, but the 1980s saw the term used 
strategically in the formalisation of this sector, organised around a main objective of 
increased access and participation in the arts, in order to open up a great array of 
strategic capabilities for those previously underrepresented 'others'.  
Similar ideas of ‘community’ circulate in the community broadcasting sector which, 
in Australia, is formally established as independent from commercial and public 
service broadcasting. It comprises independent, not-for-profit community media and 
broadcasting organisations and is a largely voluntary sector. According to the 
CBAA, community broadcasting services aim to provide a diverse range of 
viewpoints in the social and cultural fabric of Australia, and contribute to public 
service outcomes. Community broadcasting also promotes social inclusion, 
participation in free-to-air content and public media production, diversity, and a 
unique range of programs and services (CBAA, n.d.). Michael Meadows (2013, p. 
44) refers to ‘community’ in the context of citizen journalism practice within 
community media as, “media produced in an environment where there are strong 
connections with either a local community or a particular ‘community of interest’”. 
This encompasses ‘radical’, ‘grassroots’, ‘alternative’ and ‘participatory media’ (see 
also Gordon, 2009; Howley, 2009; Rennie, 2006). Citizen journalism as community 
media practice will be explored in chapter 7.  
When referring directly to one of these sectors, CACD or community broadcasting, 
the meaning of ‘community’ will align these common context-specific usages. In all 
other uses throughout this thesis, the meaning of 'community' will be either as 
participants from a community (in its broadest dictionary sense, as cited above); or of 
that in a community of practice, as described by Etienne Wenger in a social learning 
context as:  
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The Community: In pursuing their interest in their domain, members 
engage in joint activities and discussions, help each other, and share 
information. They build relationships that enable them to learn from each 
other. (Wenger-Trayner & Wenger-Trayner, 2015, p. 1) 
Although the term 'social learning' is contested, there is broad agreement about the 
community character of learning. As Reed et al. (2010, p. 6) observed,  
social learning may be defined as a change in understanding that goes 
beyond the individual to become situated in wider social units or 
communities of practice through social interactions between actors in 
social networks.  
Learning is transformative, and shared in social contexts through interactions that are 
taken here to be community-based. The concept of ‘community of practice’ is 
considered in the context of these larger debates about social learning in chapter 2. 
Significance of the Proposed Study 
Community media and arts networks are valuable alternative learning environments 
that can involve and engage with their local and wider communities to provide social 
inclusion, participation and an opportunity for ‘everyday activism’ (Vivienne, 2013). 
Furthermore, new media practices are potentially providing learning for people 
within these organisations that benefit those in their respective communities of 
practice and/or engage those who otherwise may not have access to digital literacies 
or technologies. Due to funding issues like those illustrated above, the sector projects 
and organisations in this study are highly pro-active, activist and have support from 
the wider community. Furthermore, these sectors are sites of experimentation and 
innovation. As stated in the Community Uses of Co-creative Media report (Woodrow 
et al., 2015) that is associated with this research, “[c]ommunity, cultural and 
broadcasting organisations with commitments to promoting storytelling in the public 
interest are using co-creative approaches in inventive ways to broaden and deepen 
audience, community and citizen development and engagement” (p. 133). The 
Community Uses of Co-Creative Media study explores why community co-creative 
media techniques and methods appeal to grassroots communities, and the ways in 
which these communities tell their stories, in particular, how these stories are told 
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digitally. Investigators were interested in how this builds storytelling capacity on a 
population wide basis. Given that storytelling is a social practice and has such social 
change potentials (see chapters 2 and 3; Woodrow et al., 2015, pp. 131-132), this 
also leads to questions as to what and how these organisations and their participants 
are learning about co-creative media practice. In addition to this wider research 
project, each case study selected for this research emphasises the nature of 
‘technology stewardship’ (Wenger, White, & Smith, 2009) to both assist in closing 
the participation gap (Jenkins et al., 2009) and digital divide in diverse communities 
through ‘brokering’ or sharing skills (Chapter 2; Wenger, 1998, 2000; Wenger et al., 
2009), and as a means for collaboration and learning in these diverse communities of 
practice. Due to the voluntary nature of community participation in these sectors, 
there is a certain freedom to explore new ideas, without the limitations of 
commercial expectations, despite resource constraints. As a result, organisations in 
this study are largely experimental and innovative.  
Thesis Outline 
This thesis is presented in three parts. The first section, covering chapters 2 and 3, 
addresses the conceptual and contextual theoretical frameworks, and reviews the 
relevant literature in the fields of participatory media and social learning, with 
particular emphasis on communities of practice and social learning systems (Lave & 
Wenger, 1991; Snyder & Wenger, 2010; Wenger, 1998; Wenger-Trayner & Wenger-
Trayner, 2015). Chapter 4 will discuss the research design that underpins the case 
studies reported in the second part of the thesis.  
The second part of this thesis articulates three major case studies as social learning 
systems, and explores how they facilitate storytelling as a co-creative media practice. 
The first of these three case studies in chapter 5 looks at how the CACD 
organisations built a large multi-party collaboration with arts practitioners, regional 
communities and other service agencies to assist in disaster recovery and to develop 
and share knowledge of arts recovery methods and processes.  It examines the uses 
of storytelling in community recovery projects and to gather, circulate and store 
knowledge generated through this collaboration in a wider social online network.  
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The second major case study is reported in chapter 6. It situates two related 
community-based radio storytelling projects as part of a wider resurgence of popular 
interest in radio and live storytelling. Chapter 7 explores the learning that occurred in 
a citizen journalism storytelling project, based in a library and facilitated by an 
experimental digital cultural centre in partnership with community broadcasters. This 
learning occurred both virtually in an online editorial community, and in a workshop 
context to produce both online and print text publications. Through these processes, 
and a participant driven community of practice, participants arrived at a practice of 
citizen journalism that was neither confrontational nor oppositional but which 
represented marginal groups and individuals with dignity and respect. Perhaps 
somewhat ironically, the particular form of community citizen journalism that 
emerged from this project was considered uninteresting by some stakeholders 
because of its avoidance of conflict and controversy.  
The third and final part of this thesis discusses the findings about social learning that 
arise from these case studies, as well as how these community organisations and 
projects engaged storytelling for public good and social change, and why they can be 
considered part of a larger social learning system for creating and circulating this 
knowledge.  The thesis concludes by considering the importance of community-
based media and arts organisations as important social learning systems and the 
value they contribute to the wider community, as CACD, community media and 
GLAM organisations very much learn in situ as they respond to a range of social, 
economic and cultural factors.   
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Chapter 2 - Social Learning and Communities of Practice 
The previous chapter provided a background of the sectors under study in this thesis, 
and of the research study itself. This thesis seeks to explore how organising 
institutions, including those in community media and arts sectors, learn to facilitate 
storytelling through co-creative media practice, and how social learning is the way in 
which this occurs. This literature review is presented over two chapters. This chapter 
will provide a conceptual focus on social learning to establish a framework for the 
research study. First, I will discuss a brief overview of social learning theory. 
Second, I will explore communities of practice, with particular reference to Etienne 
Wenger’s (1998) concepts and theory. Third, I will discuss the diffusion of 
community of practice theory, and the various interpretations of this concept. 
Additionally, I will examine geographical diversity in communities of practice in 
regard to not only proximity to practice, but how this concept is applicable in a 
locative sense. Lastly, this section will address how online affordances and the role 
of technology stewardship is relevant in a digital context. In chapter 3 I will then go 
on to discuss the literature about storytelling, and its relevance to social learning in 
community media and arts organisations to provide a contextual setting for the 
research study.  
What is Social Learning?  
By framing modern media as contemporary storytelling institutions and sites of 
“vernacular teaching”, John Hartley (2009a, p. 34) argues that literacy belongs to the 
social system, not to individuals, and that the social system “requires both individual 
agents and organising institutions”. Hartley (2013) argues that storytelling is a form 
of social learning. This proposition positions participatory media and arts 
organisations, like those explored in this thesis, as places of learning, in particular, 
those located in community contexts, such as community media and arts 
organisations. These organisations engage with participants in a variety of 
community contexts to amplify marginalised voices and contribute to social change 
via co-creative media and facilitating sustainable skill sets through storytelling 
practice.  
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Learning is a ‘social’ practice and the term ‘social learning’ is a very broad term. 
Reed et al. (2010, p. 1) note in their response to the question, ‘what is social 
learning?’ that, “[t]he literature is often vague when it comes to defining the concept 
and some definitions are so broad they could encompass almost any social process". 
Social learning means many things to many people, particularly with the further 
addition of social media platforms, such as Facebook and Twitter, as tools for 
learning online (Bingham & Connor, 2010; Greenhow, 2011; Greenhow & Lewin, 
2015; Kassens-Noor, 2012). Defining social learning has become conceptually 
broad. Practices such as co-creative storytelling (explained in detail in chapter 3), 
provide opportunities to develop applied knowledge of the features of social 
learning, in the case of this study, by drawing on social learning theory to describe 
how facilitators in community media and arts organisations learn to tell stories, and 
how these organisations learn to create and sustain alternative learning environments. 
Lev Vygotsky was an early theorist in the field of social learning. Vygotsky (1978, 
1986) hypothesised in the 1920s and 1930s that social interaction was the foundation 
of cognitive development, and that learners use tools that develop from culture to 
mediate their environment. While in the past this referred to reading and writing, 
today, this can include digital media tools and storytelling (Wheeler, 2015). 
Vygotsky's theory of learning is one of the foundations of the ‘constructivist’ 
approach to understanding knowledge as a socially produced and active process. 
Vygotsky suggested that the crucial element of social learning is the more 
knowledgeable other (MKO), who is most likely a teacher or facilitator; and the zone 
of proximal development (ZPD) describes the context that scaffolds the learner and 
the assistance they may need in order to learn independently. Learning occurs more 
extensively, and is extended and accelerated, in dialogue with the knowledgeable 
other person (Wheeler, 2015). Vygotksy’s view was that learning is “laced with rich 
social contexts, and laden with cultural nuances” (Wheeler, 2015, p. 48).  
In constructivism, students play an active role in learning, and information is not 
simply transmitted from lecturer/teacher to learners. Vygotsky's central focus is “on 
the connections between people and the cultural context in which they act and 
interact in shared experiences” (Crawford, 1996, p.2). Moreover, learning is 
dialectical in that the teacher or facilitator is transformed by the experience of the 
learners. As Gregory Bateson (1972, p. 283) said, "the word 'learning' undoubtedly 
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denotes change of some kind. To say what kind of change is a delicate matter". 
Kathryn Crawford (1996) concurs, and asserts that learning is transformative. 
Crawford's (1996) work is of interest here, as she explored how learning occurs 
beyond the classroom in an approaching digital era, and how the Vygotskian view 
can be applied: “[E]ducational institutions are both a part of wider cultures 
influencing the development of their populations and also have an identity of their 
own which is defined by the wider culture” (p. 45). 
Community-based media and arts organisations also have their own identities in 
response to their local communities. They are not institutions of formal learning 
because their identities are shaped in and by different discourses, for example, by 
culture. It is argued here that they also function as important sites of social learning 
beyond institutions of formal learning. This relates to learning for social change both 
at an organisational level and beyond, as the organisations explored in this thesis 
facilitate learning in their communities for a variety of reasons. These reasons include 
disaster recovery, audio content creation and citizen journalism practice for interested 
members of the community through the practice of co-creative media. As Jan 
Herrington and Ron Oliver (2000) observe, knowledge acquisition occurs through 
learning that occurs in situ, and new knowledge is gained when learners are 
embedded in an authentic activity. As I will show in this thesis, CACD, community 
media and GLAM organisations very much learn in situ as they respond to a range of 
social, economic and cultural factors in flexible, fluid and project based environments 
(see also chapter 1).  
Mark Reed et al. (2010) reviewed a series of literature on social learning in the 
context of natural resource management and policy. Although Reed et al.’s study 
originates in a different sector to the projects studied in this thesis; the aim of their 
literature review was to address the problem that the term ‘social learning’ lacks 
conceptual clarity. They argued that there were three key themes in social learning 
theories and conceptualisation. The first theme they identified in the literature was 
that social learning is transformative and brings about a change in understanding. 
Although not explicitly related to the term social learning, the literature reviewed 
within this theme provided a process in which social learning is based. Examples 
include David Kolb’s (1984) concept of learning as a deep and reflective process 
with roots in experiential learning. The second theme of social learning theory, they 
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argued, emerged in the 1990s. Reed et al. (2010, p.4) note the trend in the literature 
that learning is situated within wider social units or communities of practice. This 
school of thought argues that it may be possible for social units to learn, and includes 
organisations, institutions, or communities of practice, as opposed to large numbers 
of individuals learning independently (see Lave & Wenger, 1991; Wenger, 1998). 
Reed et al. draw on the work by Paolo Freire (1970), and his theory that people 
become critically literate about their circumstances through collective 
problematisation and reflection. This is what is known as ‘critical pedagogy’ and I 
will discuss this in reference to storytelling in chapter 3. The third theme that 
emerged in their research into the conceptualisation of social learning was that of 
social interaction. They note that the literature in this field explored not just the 
change in understanding that occurs or the scale of this change, but the mode of this 
change, for example, through social networks. As such, Reed et al. (2010, p. 4) state, 
“social networks were traditionally conceptualized to link the micro (the individual 
or local), to the macro level (institutions, culture and collective norms)” (Coleman, 
1990; Granovetter, 1973; Ritzer & Goodman, 2004). In summary, the authors argue 
that social learning could be conceptualised “as a change in understanding that goes 
beyond the individual, to become situated in wider social units or communities of 
practice through social interaction between actors within social networks” (Reed et 
al., 2010, p. 6). This can include the mass media or web 2.0 applications. Social 
learning, and communities of practice in particular, is significant to this research as 
facilitators are learning situated in community media and arts organisations, but they 
also work in collaboration in social networks and disseminate this work further afield 
via broadcast and online platforms. This will be further discussed in all three case 
studies in this thesis.    
As discussed above, the concept of communities of practice is an element in social 
learning theory that is of significance to this study (Brown & Duguid, 1991; Hung, 
1999; Hung, 2001; Lave & Wenger, 1991; Wenger, 1998). This is applied to 
understanding how community arts and media organisations learn to facilitate co-
creative media activities. As David Hung notes in regard to Vygotskian theory and 
communities of practice,   
[m]eanings, tools and goals all necessarily relate the individual and the 
social world of which the individual is part, for they are all formed in 
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socio-cultural context. The use of tools in any cultural practice is jointly 
constructed by the individual and by the culture in which the person or 
learner is developing, with the assistance of those who are already more 
competent (within the ZPD) in the use of those tools and in culturally 
appropriate goals. (Hung, 1999 cited in Hung, 2001, p. 35)  
The concept of communities of practice (CoPs) has its origins in work by John 
Seeley Brown, Allan Collins and Paul Duguid. Brown, Collins and Duguid (1989) 
posited that communities of practitioners learn best when they are embedded or 
situated in an authentic activity. Other key authors in this area of sociocultural 
learning include Jean Lave (Lave, 1991; Lave & Wenger, 1991, 2001) and Etienne 
Wenger (1998, 2000). Wenger's (1998) research into social learning has been 
particularly influential, with specific reference to the concept of CoPs and social 
learning for organisations. Social learning with CoPs has also been recently explored 
in regard to arts leadership in the Australian arts community (Goodwin, 2015), and is 
of relevance to the community media and arts organisations and facilitator learning 
explored in this thesis, and the wider systems of learning that they inhabit. Lave and 
Wenger (1991, p. 98) define CoPs in their seminal work as "a system of relationships 
between people, activities, and the world; developing with time, and in relation to 
other tangential and overlapping communities of practice". This earlier research 
introduced the concept of legitimate peripheral participation to characterise learning.  
Legitimate peripheral participation “enables the learner to progressively piece 
together the culture of the group and what it means to be a member” (Herrington & 
Oliver, 2000, p. 24). Lave and Wenger (1991) wanted to challenge the traditional 
concepts of the apprenticeship model of learning, such as novice to master, to the 
learning that occurs when an individual develops practice and identity related to that 
community (Handley, Sturdy, Finchman & Clark, 2006). As a learner’s 
“involvement in the culture increases, the participant moves from the role of 
observer to a fully functioning agent” (Lave & Wenger, 1991, p.110). Learning 
occurs in situ, and the learner is embedded or situated in the context, such as a 
workplace or project, including the community media or arts organisations explored 
in this thesis.  
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Building upon Lave and Wenger’s situated learning theory, Wenger (2000) suggests 
that the success of an organisation depends on its ability to design itself as a social 
learning system and to participate in broader learning systems. He suggests that 
communities are established over time and that learning is defined as interplay 
between social competence and experience:  
The concept of community of practice is well aligned with the perspective 
of the systems tradition. A community of practice itself can be viewed as 
a simple social system. And a complex social system can be viewed as 
constituted by interrelated communities of practice. (2010, p. 1) 
CoPs works on a social theory of learning and Wenger (1998) summarises why 
social learning is a valuable process. Wenger (2011, p. 1) suggests that 
“[c]ommunities of practice are formed by people who engage in a process of 
collective learning in a shared domain of human endeavor”.  
 
Figure 1: Wenger's Components of a Social Theory of Learning with 
Communities of Practice (Murillo, 2011, p. 10; Wenger, 1998, p. 5) 
Wenger (1998, p. 5) suggests four components of learning, including “learning as 
belonging” in a community, “learning as becoming” with constructing identity, 
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as our engagement in practice (see Figure 1). Wenger (1998, p. 5) explains these four 
components in a community of practice (CoP): 
Meaning; the way of talking about our ability, Practice; a way of talking 
about the shared historical and social resources that can sustain mutual 
engagement, Community; a way of talking about the social configurations 
which our enterprises are defined as worth pursuing and Identity; a way 
of talking about how learning changes who we are and creates personal 
histories of becoming in the context of our communities.  
These components are also deeply interconnected and mutually defining (Wenger, 
1998, p. 5). Further to this, a CoP consists of three dimensions:   
• The domain – it has an identity defined by a shared domain of interest;  
• The community – members engage in joint activities in their domain that 
includes engagement in discussions, helping one another, and sharing 
information. They build and create relationships that enable them to learn 
from one another, and;  
• The practice – participants in a CoP are practitioners. They develop a shared 
repertoire of resources, including stories, tools, and procedures, and this is a 
result of time and sustained interaction (Wenger, 2011, pp. 1–2).  
These three features have also been described as dimensions of activity 
(Gunawardena et al., 2009). A CoP defines its domain and decides what it is 
concerned with. This dimension of activity is a combined enterprise, as understood 
and constantly negotiated by its members. The CoP also considers how it functions 
and the terms of mutual engagement that bind its members as a social entity. The 
third dimension of activity addresses the capability a CoP has produced. This 
includes the shared repertoire of communal resources that members have developed 
over time. CoPs are part of a broader conceptual framework and this includes other 
dimensions of learning, such as psychological, cognitive, historical and political 
theories (Wenger, 1998, 2011).  
Wenger’s CoP theory is promising as an applicable conceptual framework for this 
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study. With its focus on practitioner and organisational learning, it is adaptable to 
community media and cultural contexts that facilitate co-creative media practice and 
storytelling (see also Hartley, 2009a). It is an accessible and affordable framework 
for professional learning in community-based, voluntary and non-profit sectors, like 
those explored in this thesis, and it has both scholarly and practitioner applications. 
Wenger presents an in-depth overview of CoPs, as he defines the theory in his 
seminal 1998 text, Communities of Practice: Learning, Meaning, and Identity. 
Wenger (1998) divides his text into three sections that emphasise particular 
perspectives, focusing on practice, identity and design. However, these perspectives 
are intertwined.  
Practice in Communities of Practice 
Practice, Wenger (1998, pp. 48-50) observes, includes the concept of “practice as 
meaning”. This considers the social construction of what makes practice, the 
negotiation of meaning, participation and reification – these are the foundations of a 
CoP. “Practice as community” refers to the concept of practice as a source of 
coherence, and includes the three dimensions of mutual engagement, joint enterprise 
and a shared repertoire, or ways of doing things. This will be discussed in greater 
detail later in this chapter. Wenger considers “practice as learning”, or the factors of 
continuity or discontinuity, as a CoP is an emergent structure which is neither stable 
nor changeable. He further introduces “practice as boundary”, as the connections that 
link CoPs with the rest of the world. Such boundaries are a form of complex social 
landscape of boundaries and peripheries of practice, and are not simply lines of 
demarcation between the inside or outside of an organisation. From this, he 
introduces “practice as locality” or levels of this social structure, and lastly, 
“knowing in practice” or learning as the interplay between experience and 
competence.  
Wenger (1998) argues that the negotiation of meaning in CoPs can also be 
understood as the production of patterns. This negotiation of meaning may involve 
social relations, or language, and is an active process that is both dynamic and social. 
The dynamics of the negotiation of meaning consist of the convergence of both an 
artefact (such as a form or document – known as ‘reification’ or “making into a 
thing”) and the process (participation). Reification is Wenger’s concept to explain 
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our engagement with the world. It is the process of giving form to such experience 
through the production of objects. Participation is an active process, and is 
transformative. Participation in social communities shapes our experiences and our 
communities, and this transformation goes both ways. Reification is both a process 
and a product, and takes on a variety of forms, such as documents, for example. But 
such products barely scratch the surface and only indicate the larger context of 
human practice. Participation and reification work together, and are complementary. 
This duality is fundamental and evolves over time. However, they are not in binary 
opposition, but intertwined. It is our participation that produces, interprets and uses 
reification, and there is no reification without participation.  
The generation and classification of knowledge as explicit or tacit in a CoP, Wenger 
(1998) argues, can be difficult, as both tacit and explicit knowledge are present to 
some degree. Therefore, classifying knowledge becomes a matter of deciding what is 
regarded as explicit, and this depends on the enterprise or activity involved. This is a 
key feature of the formulation and sustainability of practice, as indicated in the case 
studies in the community media and arts sectors. Practice is a shared history of 
learning that is ongoing, social and an interactional process. Newcomers to a CoP 
bring new leads to practice, but a history of practice already exists. Newcomers 
continue to help practice develop and evolve. Over time, these histories create 
continuity and discontinuity between those who have participated and those who 
have not.  
However, Wenger (1998) notes, practice does not merely create boundaries, but 
bridges in which participants can maintain connections with the rest of the world. 
CoPs do not exist in isolation. Usually various enterprises are connected. 
Furthermore, members can participate in multiple CoPs, gain cross-disciplinary 
experience and maintain a multi-membership, like those explored in this thesis. 
Wenger suggests that there are two distinct types of social connections:  
• those which are established and maintained through boundary objects, such 
as documents, forms, concepts, and other forms of reification, and  
• those which are brokered by particular people who can introduce features or 
elements of one practice into another.  
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Brokering requires legitimacy to influence the development of a practice, and 
involves uncertain relations of multi-membership. Brokering is often complex, and 
involves the process of coordination, translation and alignment between perspectives. 
However, a good broker can make new connections across communities, enable 
coordination and, most importantly, create new possibilities for meaning (See also 
Wenger, 2000, Wenger, White & Smith, 2009).  
Geography is another significant feature in Wenger’s concept of a CoP. This is what 
he calls the “geography of practice” or constellations that define locality, distance 
and proximity that may not necessarily relate to physical proximity or organisational 
associations. It can also be the connection between the “local and the global” (1998, 
p. 131), although it is the locative aspect of geography in CoPs that is relevant to this 
study, as practitioners and project participants are often spread throughout the 
country. Technological developments in particular have provided advancements in 
this regard. I will discuss this later in this chapter in relation to Wenger et al.’s 
(2009) concept of ‘technology stewardship’ and ‘digital habitats’.  
As mentioned earlier, Wenger (1998) acknowledges that there are three 
characteristics of practice. The first of these is mutual engagement, the second is 
joint enterprise, and the third is a shared repertoire. Mutual engagement is what 
defines a community, and membership is therefore a matter of mutual engagement 
and is enabled by being included in what matters. Mutual engagement defines 
belonging. Although, Wenger notes, mutual engagement does not require 
homogeneity, but diversity. This diversity can include various levels of expertise and 
competence, and is illustrated through examples in the case studies presented in this 
thesis. Mutual engagement also creates relationships among people. When this 
engagement is sustained, it can become a “tight node of interpersonal relationships” 
(Wenger, 1998, p.76). Shared practice can connect participants in ways that are 
diverse and complex, and on multiple levels (see Bouwen & Taillieu, 2004).  
The negotiation of joint enterprise is the source of community coherence. As mutual 
engagement is not homogenous, then joint enterprise does not mean agreement. It 
can also include disagreements that are viewed as productive. CoPs are not self-
contained identities. They develop in broader social, cultural, and institutional 
contexts, with particular resources and constraints (Wenger, 1998). For example, the 
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CoPs that link community arts and media organisations are shaped by the resources 
and constraints of the contexts in which they operate. At an organisational level, the 
purpose and mission of the organisation would constrain and enable associated CoPs 
in certain ways. However, even where practice does not transform organisational or 
institutional conditions, a CoP responds to conditions in ways not always determined 
by the institution. Additionally, the negotiation of a joint enterprise evolves the 
relationships of mutual accountability. This can be as simple as what to do, what not 
to do, what is important, and what is not. Accountability can also be reified (or made 
into an object) through policies, rules and procedures. To become good at something 
involves the development of specialised sensitivities, such as the sharing of expertise 
and skill sets (Wenger, 1998, pp. 77-81). This is highlighted in all three case studies 
presented in this thesis.  
The third characteristic is shared repertoire. As Wenger (1998, pp. 82-89) suggests, 
“the joint pursuit of an enterprise creates resources for negotiating meaning”. A 
repertoire in a CoP can include tools, resources, stories, actions or routines. It 
combines both reiterative and participative aspects. The community’s set of shared 
resources is simply called a repertoire, and reflects the history of mutual engagement, 
but it can also remain inherently ambiguous. For example, “histories of interpretation 
create shared points of reference, but they do not always impose meaning” (Wenger, 
1998, p.83). These things, like artefacts and routines, can be useful, as they are 
recognisable, but can also be re-engaged in new situations. The point that artefacts 
can have a history of interpretation is not exclusive and can be a resource to create 
new meanings. Practices evolve as a shared history of learning (Wenger, 2011). The 
case studies in this thesis demonstrate how practice has evolved over time, and how 
time and a shared history of learning play a significant role in the evolution of 
project practice, particularly in regard to short- and long-term funded projects, and 
their very purpose for existence.  
Wenger argues (1998, pp. 125-126) that there are key indicators to suggest that a 
CoP has formed. The indicators of the relevance to this thesis include:  
• mutual relationships are sustained whether harmonious or conflicting,  
• shared ways of doing things together,  
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• a rapid flow of information and propagation of innovation,  
• a significant overlap in participants’ descriptions of who belongs,  
• knowing what each participant can do,  
• the ability to assess the appropriateness of actions and products,  
• particular or specific tools, representations and artefacts are created,  
• certain styles that are recognised as displaying membership. 
In summary, the notion of practice is a level of social structure that is reflective of 
shared learning.  
Identity and Communities of Practice 
Developing a practice entails the creation of a community in which those members 
can engage with each other and recognise each other as participants. Therefore, 
practice involves negotiation of identity and the ways of being a person in that 
context (Wenger 1998). For Wenger (1998), identity is fundamentally temporal and 
under ongoing social construction, apparent in relation to an interaction of multiple 
and convergent trajectories. Wenger considers individual identity in relation to CoPs 
in terms of five types of trajectory: peripheral, inbound, insider, boundary and 
outbound trajectories. Given that facilitators and their projects’ volunteers participate 
in varying capacities, identity in practice has varying stages of trajectory. Peripheral 
trajectories refer to a member who never fully participates in a CoP but is still 
provided with access to a community and its practice  – for whom a CoP is still 
significant enough to contribute to one’s identity. Inbound trajectories refer to 
newcomers who join the community with the potential to become full participants in 
its practice. Insider trajectories refer to ongoing identity formation once full 
membership is achieved. Participants on boundary trajectories find value in the 
boundary of their CoP, but also link to other CoPs. The boundary trajectories sustain 
identities through the sensitive job of brokering. Finally, Wenger proposes the 
outbound trajectory, which leads out of a community, and has the potential to 
develop new relationships, and find new positions. Learning occurs through identity 
formation and ongoing negotiation of place and engagement in practice (Wenger, 
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1998, p. 155). A person is a social participant, and a meaning-making entity in a 
CoP, for whom the social world is a resource for constructing and constituting an 
identity. Participants have their own experience of practice and, when a newcomer 
enters a community, it is largely the competence of that community that pulls a 
newcomer’s experience along. However, a newcomer’s experience can also pull the 
competence of the community along by infusing new ideas and elements into the 
existing practice (Wenger, 2011). As will be illustrated in this thesis, the ways in 
which a project embraces newcomers and facilitates varying levels of expertise and 
competence further affect the evolution of practice, and the sustainability of 
participant engagement in a project.  
Lastly, Wenger suggests that there are three specific “modes of belonging” (1998, 
pp. 173-180). The first of these is ‘engagement’. Engagement is an active three-fold 
process of ongoing negotiation through the formation of trajectories and unfolding 
histories of practice. The second is “imagination” – a significant component of the 
individual’s experience and sense of place in the world. Wenger’s use of imagination 
in the context of CoPs refers to the idea of expanding the self by transcending time 
and space and the subsequent creation of the world and ourselves. The third of these 
modes of belonging is that of “alignment”. Alignment is the coordination of energy 
and activities to fit within a broader structure or to contribute to broader enterprises.  
In this thesis, the concept of design is explored in the CoPs in projects in community 
media and arts sectors that have developed either organically, or have been purpose 
built with intervention in which to develop. As Wenger (1998, pp. 226-229) argues, 
learning cannot be designed, but exists in the realm of experience and practice. 
Design creates fields of identification and negotiates the orientation of the practices 
and identities of those involved in both non-participation and participation. A history 
of learning becomes, over time, both an informal and dynamic social structure 
among participants (Wenger, 2010). “Learning creates emergent structures” 
(Wenger, 1998, p. 227).  
Diffusion of CoP Theory 
Enrique Murillo (2011) argues that CoP theory has achieved a wide diffusion, 
therefore many users have adapted it to their needs and, as a result, this has created a 
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wide range of interpretations (Howard & Somerville, 2008; Kilpatrick, Barrett, & 
Jones, 2003; Murillo, 2011; Shirky, 2009). Murillo examined a variety of scholarly 
and practitioner publications and notes in regard to Wenger’s seminal work on CoPs 
that the concept is ambiguous and not clearly defined: “in subsequent years, the 
resulting ambiguity allowed the concept to be used and interpreted in increasingly 
divergent ways” (2011, para 1). In 2011, Murillo argued that the concept of CoPs has 
been so confused with other social structures concerned with learning that the 
concept was having a mid-life crisis.  
Similarly, in their review of the situated learning and CoPs literature, Karen Handley 
et al. (2006) agree that there are problems in the interpretation of CoPs theory. Lars 
Lindkvist (2006) also found the term, ‘communities of practice’ ambiguous and 
incoherent.  Additionally, Wenger has further grown and adapted the concept in 
conjunction with other scholars (Handley et al., 2006; Snyder & Wenger, 2010; 
Wenger, McDermott & Snyder, 2002; Wenger et al., 2009; Wenger-Trayner & 
Wenger-Trayner, 2015) and Murillo further argues that the concept is at a point 
where it will mature due to further rigorous research and use in organisations. Reed 
et al. (2010, p. 6) argue that social learning, that includes the concept of CoPs, 
requires further discussion and research into what extent it is facilitated by 
participatory processes, such as the examples explored in this thesis. Furthermore, 
organisational stakeholder levels of CoPs have also been examined at a sector level 
known as ‘multi-party collaboration’ with a multi-membership of organisational 
stakeholders rather than individual membership in a CoP (Bouwen & Taillieu, 2004). 
This latter example will be further explored in greater detail in chapter 5.  
This wide spread diffusion has led some researchers to note that “[t]here is no 
standard definition for CoPs and many attempts have been made to define 
communities of practice” (Anthony, Rosman, Eze & Gan, 2009, para 2). This has 
created opportunities to explore such social learning in contexts like those in this 
thesis, that also use storytelling as a tool and purpose for social learning, which will 
be discussed further in chapter 3.  
This chapter has so far considered a particular theoretical construct of social learning 
that is important to researching co-creative storytelling practice in CACD and 
community media organisations. The practices of co-creative storytelling are 
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considered in further detail in the next chapter. It is argued in this thesis that the 
particular collaborative (co-creative) media practices are established and maintained 
through CoPs. This is demonstrated in the case study chapters of this thesis. This 
focus also serves to draw attention to the expert knowledge in forming and 
maintaining CoPs that has been built up in participatory organisations in community 
arts and media, outside formal sectors of education.  
The next section of this chapter considers geographical diversity in CoPs, 
particularly as it contributes to disseminating learning within and beyond the sectors 
under study. This chapter continues with consideration of the impact of online media 
on the theorisation and geographical diversity of CoPs, particularly given that the 
case studies explored in this thesis attract participants from across Australia, with 
global potentials to disperse and share learning (Reed et al. 2010; see chapter 5). This 
is followed by consideration of the impact of online media on the theorisation of 
CoPs.  
Geographical Diversity and Communities of Practice  
CoPs can also work across geographical boundaries, as mentioned earlier in this 
chapter. Practitioners can address both the tacit and dynamic aspects of knowledge 
creation and sharing, and can formulate practice via peer learning (Wenger, 2010, p. 
7). This is of particular interest in regard to the emergence of online platforms and 
social media. 
The concept of CoPs crossing geographic boundaries will be explored with reference 
to the facilitation and use of social media and online platforms for social learning in 
community organisations that practice co-creative storytelling. Co-creative 
storytelling provides a way to engage voluntary participants, to gauge a view of the 
needs and interests of communities, and to share expertise and learning across space 
to scale up practice. Therefore, this invites exploration of online learning, 
complementary schools of thought, and the place of the Internet in sharing learning 
in practice, as discussed in the next section (see also Reed et al., 2010).  
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Online Affordances and Social Learning 
Both in Australia and internationally, community arts and media networks have 
expanded and matured in the period since Wenger and other scholars developed 
theories of social learning. So too have new entertainment platforms, including 
computer and online game play. More recently, social media sites such as Facebook 
and YouTube have grown and are recognised as some of the largest media 
companies in history (Burgess & Banks, 2010; Burgess & Green, 2013). The 
following sections consider how these developments are addressed in social learning 
theory. 
Social learning is implicitly linked to social change, and such learning can benefit 
wider social systems (Reed et. al, 2010). One layer of the social learning system of 
particular relevance here is the co-creative media that comprises the connections 
made through media. This also aligns to Reed et al.’s (2010) concept, discussed 
earlier in this chapter, in regard to wider social networks for learning. Learning can 
go beyond the organisation to the public sphere online. In this relationship, 
knowledge is socially constructed and is mediated by the learners, rather than 
remaining unaltered from the expert, particularly when the informal learning 
revolves around many digital technologies (Carrington & Robinson, 2009; Lave & 
Wenger, 1991).  
Other complementary learning theories are helpful in describing how the media are 
implicated in social learning. Evolutionary social learning derives from a cultural 
science approach and is described by John Banks and Jason Potts (2010, p. 2) as an 
"externalist hypothesis that begins by recognising that not all useful knowledge 
derives from the mind of the individual, but resides in the knowledge of others or 
embedded in the social environment". Although video games and online gaming are 
not investigated in my study, they are of interest as another example of social 
learning theory that uses such online affordances through interest driven 
participation. Concerned that researchers were looking in the wrong places in regard 
to how people learn from videogames with reductive effects (e.g.: that the external 
play of games affects the internal mechanism of one's brain), Banks and Potts 
propose an evolutionary approach to social learning that looks at the social and 
interactive dimensions of learning and emergent structure (2010, p. 3). They found 
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that videogames are sites of social learning as they involve people originating and 
adopting new ideas by learning through, and creatively experimenting with, 
variations (p. 13). Like digital storytelling, video games are regarded as ‘co-creative’ 
in extending the narratives that emerge from gameplay (Banks & Potts, 2010). 
Games are not part of a formal learning organisation, but are usually social and 
collaborative, particularly when played in online contexts, and so are important sites 
of social learning.  
Like Banks and Potts, James Gee (2005a) investigated youth learning in gaming 
domains, and his research provides some interesting hypotheses in regard to how 
people learn in digital spaces, through production, identity and system thinking. Gee 
(2005b) suggests that learning can go beyond Lave and Wenger's notion of CoPs. He 
proposes ‘affinity spaces’ as the places in which game players from a range of 
backgrounds come together to pursue a mutual goal. This may be of relevance for the 
distinct and diverse communities that can use the participatory co-creative media 
practice, as described further in chapter 3. 
Douglas Thomas and John Seely Brown (2011) also foreground the importance of 
digital media to social forms of learning in what they call the “new culture of 
learning” (p. 1). Aligning with Hartley’s views on learning outside formal 
institutions (2009a, 2009b), these authors argue that learning is happening all around 
us and all the time. Thomas and Brown explore the concept of ‘arc-of-life learning’ 
and a ‘new culture of learning’, and argue that formal learning only accounts for a 
very small proportion of what people know. Like Potts and Banks (2010), these 
authors are deeply curious about the social affordances to computer games and other 
new media. Their “new culture of learning” has three key drivers: 
1. The old ways of learning cannot keep up with our evolving and rapidly 
changing world. 
2. New media forms make peer-to-peer learning easier. 
3. Peer-to-peer learning is amplified by these emerging technologies that shape 
the collective nature of participation with those new media. (p. 50).  
   
page 37 
While peer learning is not new, the extent to which online social media platforms 
appear to expand opportunities for peer learning is described by Pip Shea (2013, 
2014) as a condition of 'open learning'. Shea developed this concept out of research 
into online social learning among Australian community media arts practitioners. 
This research also points to the centrality of critical approaches to participatory 
media in these social learning contexts. The very nature of online social media 
platforms has provided new options and ways to access and disseminate learning. It 
has also provided opportunities for peer and 'open learning', and this is of particular 
significance in the community sectors studied in this thesis in regard to disseminating 
learning.  
Douglas Thomas and John Seely Brown (2011) also make an important distinction 
between collectives and communities, particularly in relation to online learning. A 
collective is purely a collection of people with various skills and talents. It is 
different from a community, in that a collective requires participation, whereas a 
community creates a sense of belonging (Thomas & Brown, 2011). This is an 
important development to the earlier work of Lave and Wenger. Thomas and Brown 
suggest that a ‘collective’ is agency based, and interest driven, whereas a 
‘community’ is institutionally driven (The Aspen Institute, 2011). These distinctions 
are helpful in improving the way the community descriptor is used. The term 
‘community’ is fluid and lucid, and its meaning is really dependent on the context in 
which it is used, particularly when investigating sectors such as community media, 
and community arts and cultural development (see also chapter 1). Defining 
‘community’ is a key challenge in the community media, CACD sectors, but is 
nonetheless used in this institutional context (Howley, 2010; Rennie, 2006; Williams 
& Jones, 2011). From a social learning perspective, these sectors align with the ideas 
of a CoP. Wenger (2006, p. 2) suggests,  
A community of practice is not merely a community of interest— people 
who like certain movies, for instance. Members of a community of 
practice are practitioners. They develop a shared repertoire of resources: 
experiences, stories, tools, ways of addressing recurring problems— in 
short a shared practice.  
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Such media projects are facilitated to varying degrees by community-based 
participatory organisations and invite members from their local communities to 
produce media content for wider dissemination. However, they are coordinated, 
managed and facilitated by trained practitioners. The concepts of ‘collectives’ and 
‘community of practice’ converge here in regard to facilitated and community-based 
participatory media contexts, and the difference between a community and a 
collective in regard to interest driven participation around creative expression in co-
creative storytelling practice is explored in later chapters of this thesis. This will be 
further discussed in reference to digital storytelling and co-creative media practice in 
chapter 3.  
Technology Stewardship and Digital Habitats 
Jennifer Duncan-Howell (2007) explored the potentials of CoPs to move online with 
research into teacher professional development practice. She discovered that when 
CoPs moved to online platforms, they provided “authentic contexts for supporting 
professional development particularly in relation to relationships, communication 
and collaboration between teachers around professional inquiry, problem solving and 
emotional aspects of teaching” (p. ii). She found that moving CoPs online further 
accommodated constant changes in teaching practice, and contributed towards 
providing support and the acquisition of new skills and knowledge. Duncan-Howell 
based her model of online CoPs on Marilyn Leask  and Sarah Younie (2001):   
on-line communities (for professional development) may be using any 
form of electronic communication which provides the opportunity for 
synchronous/asynchronous two way communication between an 
individual and their peers, and to which the individual has some 
commitment and professional involvement over a period of time. (p. 225; 
in Duncan-Howell, 2007, p. 83) 
Duncan-Howell’s research contributes to further exploration of online possibilities 
for wider learning in a CoPs context, particularly with those involved in the teaching 
and facilitation of others’ learning, not unlike those involved in the facilitation of co-
creative media practice in this study. Teachers, or facilitators in this instance, are also 
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learners, and need an online space to share and participate in learning with their 
peers.  
Using case study research into the literature on CoPs, Christopher Johnson (2001) 
examines the literature on possibilities of online or virtual CoPs. Johnson explains 
that “[c]ommunities of practice can exist with current Web-based technologies. 
However, adequate scaffolding in the form of both technical support and usage of the 
technology for communication and collaboration is necessary” (p. 56). The potentials 
of online CoPs are of particular interest in geographically diverse communities in 
community media and arts practice sectors, but they also need suitable technology 
stewardship to be managed and maintained.  
Wenger and co-authors Nancy White and John G. Smith (2009) explored the 
concepts of ‘digital habitats’ and ‘technology stewardship’. CoPs as social learning 
have the potential to be sustained in online spaces or ‘digital habitats’ via 
technological stewardship (Wenger et al., 2009). Communities have indeed changed 
what it means to be together, and digital tools are part of most communities' habitats. 
"The community creates the social fabric of learning" (Wenger et al., 2009, p. 28). 
Technology stewards are the leaders in their communities and build online resources 
and repositories to engage and sustain their communities online. An example of this 
is highlighted in chapter 5 at an organisational level in the CACD sector. Such 
concepts are particularly relevant, as learning moves online due to geographically 
diverse locations. This is largely a result of convenience and accessibility with freely 
accessible online platforms such as Facebook, Twitter, e-lists and other sources of 
social media. As summarised by Wenger et al. (2009, p. 21): 
Technology has changed how we think about communities, and 
communities have changed our uses of technology. These evolving digital 
habitats give us the chance to reconsider what we know about 
communities and to rediscover fundamental ideas in new settings – to 
explore and, in the end, to know the place for the first time, once again.  
The interplay between technology and the ability to learn together is important. 
Learning together forms a valuable perspective on the very communal aspects of 
technology (Wenger et al., 2009).  
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Each of the three dimensions of a CoP can be applied to an online, or technology 
based context. Therefore, the 'domain', can enable communities to explore, define 
and express a common identity. In regard to 'practice', technology can explore the 
potential of enabling sustained mutual engagement around practice, and explore 
other learning activities of practice. Finally, 'community' technology can support an 
experience of togetherness, allow people to find each other, and reduce isolation. 
Technology can extend and reframe communities to organise and express boundaries 
and relationships, and can change the dynamics of participation, legitimacy and 
peripherality. It can enable large groups to share information and ideas, and smaller 
groups with more specialised domains to form and function effectively (Wenger et 
al., 2009).  
Technology stewardship is something that anyone can do, and does not necessarily 
require expertise with technology, but a basic knowledge to play the role. It is also 
something that may even be spread across an entire community (Wenger et al., 2009, 
pp. 24–25). Examples can include the use of Facebook Groups organised by key 
members of a learning community, such as a hobby group, student group, 
professional working group, or a community media or arts project group, to engage 
online. Technology stewards are usually members of the community that they serve, 
but are the ones who are attuned to the technological interests of that particular 
group. The role can be one of leadership, and the practice of this stewardship 
facilitates the community's emergence or growth. It is also a creative practice, and 
evolves with the community (Wenger et al., 2009, p. 25).  
Research by Pip Shea (2013) addresses similar propositions. Shea's (2013, 2014) 
research into co-creating knowledge online is of relevance here in regard to online 
social learning in the CACD and community media arts sector, and the use of 
participatory media to do so. Although Shea (2013, p. 41) did not use Wenger et al.'s 
(2009) concept of technology stewardship in online co-creation, her research did 
closely align with its objectives: “To expose community artists to networked 
methods of sharing, organising, adapting, and reconfiguring knowledge, so that ideas 
and resources relating to their field might develop as part of a culture of social 
learning.” Technology stewardship can work within an organisation and also across 
organisational boundaries, as stewards may find resources, provide support, bridge 
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organisational boundaries and establish a responsibility to their community (Wenger 
et al., 2009, pp. 30–31).  
Technology stewardship is a form of brokering (or linking) communities. It assists in 
filling the digital divide in regional and under-represented communities and creates a 
central point or platform for geographically diverse communities to interact. 
Furthermore, technology stewardship may not just provide online resources for 
CoPs, but broker digital skills in these wider communities, and is a way of teaching 
communities to tell their stories and those of others for wider community learning. 
Hence, social change in these communities and the value of storytelling as a form of 
social learning in CoPs is the interplay of community and technology for people to 
learn together (Wenger et al., 2009, p. 3).  
Technology reframes how communities organise and express boundaries and 
relationships, which changes the dynamics of participation, peripherality and 
legitimacy (Wenger et al., 2009, pp. 4–11). As the authors note,  
Communities of practice offer a useful perspective on technology because 
they are not defined by place or personal characteristics, but by people’s 
potential to learn together. Communities often start tentatively, with only 
an initial sense of why they should come together, and with modest 
technology resources. Then they continuously reinvent themselves. Their 
understanding of their domain expands. New members join, others leave. 
Their practice evolves. The community’s technologies need to support 
this intertwined evolution of domain, and practice – a very challenging 
role. (Wenger et al., 2009, p. 11) 
Technology stewards are brokers between community and technology (Wenger, 
1998; Wenger et al., 2009). Although Wenger et al. discuss this in regard to people 
in a CoP on a smaller scale, this technology stewardship is one where the brokerage 
of digital technology (through co-creative media/storytelling that will be discussed in 
chapter 3) is brokered in communities for wider learning, community engagement, 
capacity building, connectedness and filling the participation gap/digital divide. Such 
technology stewardship brokering is twofold. The first is as a method of brokering 
storytelling to communities, as Wenger (2011) suggests that a CoP has both local and 
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global potentials. Secondly, CoPs established by the project organisations also 
contribute to their purpose in the communities that they service. In this sense, this 
technology brokering creates spreadable learning opportunities. Banks and Potts note 
the significance of Jenkins' (2009) concept of spreadable media: what is spread is not 
just media, but also social learning. Reed et al. (2010) suggests that social learning 
occurs when it goes beyond the individual to become situated in wider parts of the 
community through social processes and interactions between actors in a social 
network, from conversation to mass media.  
Chapter Conclusion  
CoPs has provided a central conceptual foundation for this thesis and is both 
scholarly and practical in its application and understanding of social learning. 
Wenger (1998, p. 11) says, "a social theory of learning is therefore not exclusively an 
academic enterprise. While its perspective can indeed inform our academic 
investigations, it is also relevant to our daily actions, our policies, and the technical, 
organisational, and educational systems we design”. As a result, it can be possible to 
observe the social learning involved in community-based co-creative media 
storytelling practices. CoPs are situated in organisations, can be contextualised to 
diverse programs, and can be useful to explore the central research question: how do 
community-based media, arts and cultural organisation learn to facilitate storytelling 
as a co-creative media practice? Furthermore, although 'social learning' is a highly 
contested term, other scholarly research in this field has provided further 
contributions that are relevant to this research study, and provide complementary 
insights. 'Social learning', even in its broadest sense, provides a means to explore the 
ways of learning in these non-formal training and educational settings in CACD, the 
community broadcasting and cultural sectors, and for this research to contribute to 
the wider scholarly discussion.   
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Chapter 3 - Storytelling and Co-creative Media 
“Stories … are genuinely symbiotic organisms that we live with, that 
allow human beings to advance”  
— Neil Gaiman 
Introduction 
This chapter considers how storytelling is a focus for social learning. It shows that 
storytelling is both a tool and an outcome of project practice in the facilitated 
contexts explored in this thesis. In the CACD and community broadcasting sectors, 
communities of practice are fostered to create storytelling objects through 
participation (Wenger, 1998) and engagement with the communities they work with.  
This chapter establishes the wider contextual setting of the case studies in this study 
by discussing the background of storytelling practice using digital media in 
community-based projects and organisations. Firstly, it establishes the importance of 
storytelling in communities to community media and arts organisations through a 
consideration of the literature on storytelling and examples of co-creative media 
practice, starting with an overview of a specific method of digital storytelling that 
provides the point of departure for this study. Secondly, the adaptation and 
proliferation of other similar co-creative media methods and practices are 
considered.  The concept of listening publics is introduced to explain an important 
purpose of the larger system in which this learning through storytelling takes place. 
Thirdly, this chapter addresses the role of the media programs and organisations in 
coordinating ‘bottom up’ storytelling practices in community media and arts 
organisations and in public service media settings, and how they can be regarded as 
sites of learning for both the participants and the organisations themselves. It is 
argued that different types of media organisations invite varying degrees of 
community participation. Lastly, this chapter establishes the community co-creative 
storytelling practices explored in this thesis as characteristic of a social learning 
system.  
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Storytelling 
Storytelling has always been an important way in which individuals and 
communities learn. Stories have the power to transform, just like learning itself 
(Bateson, 1972; Crawford, 1996), and make people think. Storytelling has been 
suggested as something that makes us human (Gottschall, 2012; Hendry, 2007). 
Evolutionary economist Beinhocker (2007) suggests that stories are how we make 
sense of the world. He argues that cognitive research shows that the human mind is 
capable of great feats of information processing and learning; in particular, through 
telling stories and listening. Stories are important because the primary way we 
process information is by inductive reasoning; a sense of pattern recognition and 
drawing conclusions from a preponderance of evidence (p. 126) (see also Hartley, 
2013). Stories also help shape our identities (Hendry, 2007). We instinctively learn, 
through the act of sharing stories and the art of storytelling, who we are. Stories 
create a sense of belonging and communities are bound together by shared stories 
(Hartley, 2013).  
“Storytelling is an ancient social dynamic that is built upon an unspoken trust 
between speakers and listeners" (Ohler, 2008, p. 70) through age-old oral traditions 
and visual media (Frazel, 2010; Hurlburt & Voas, 2011). The focus in this thesis is 
on contemporary digital media and the tools available with Web 2.0 and other user-
friendly computer based digital technologies that have widened and made more 
accessible opportunities for storytelling and listening: "When we listen to stories, we 
are engaged in a dual conversation. One conversation with the interviewed and one 
in our own head, where we are constantly engaging in a meta-analysis of the story" 
(Hendry, 2007, p. 494). Storytelling is not just an individual capacity. It is also a 
social and a dialogical process. Stories need at least one person to tell a story and 
another to listen.  
Learning has long been associated with storytelling. Hartley (2009a) suggests that 
storytelling is the "Olympic Games of the Mind… It teaches us how to think (plot), 
what to think about (narrative) the moral universe of choice (character), and the 
calculation of risk (action), motivated by desire for immortality (fear of death)” (p. 
26).  
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Storytelling is a cognitive process and humans are drawn to story through our 
occupation of narrative life (Lewis, 2011). We retell the stories of our daily routines, 
we report on our day through social media, such as Facebook and Twitter, with status 
updates, and we tell stories to "augment our understanding" (Lewis, 2011, p. 506). It 
is a unique human experience in which people make sense of prior experience and 
we are connected with other people (McDrury & Alterio, 2003). Storytelling is an 
intrinsic human practice and is a form of creative expression that "adds an emotional 
element and enhances information" (McWilliam, 2008, p. 136). Jason Ohler (2008), 
a teacher and scholar who uses digital storytelling in school classroom practice, 
asserts that stories infuse our social fabric and provide opportunities for teaching and 
learning. Stories enhance information and help us to retain new ideas.  
Cinema and television have developed storytelling practice on a modern, industrial 
scale. The advent of cinema brought stories to the masses. Due to the high cost of 
making films and television, for much of their history, the mediatisation of stories in 
these forms has been concentrated in large media production companies. 
Historically, stories have been told from the perspective of a privileged few. Hartley 
and Fiske (2003) refer to this as the "bardic function", illustrated by William 
Shakespeare, who was known as "The Bard". Shakespeare was commissioned by the 
wealthy elite to write plays and poems to perform for the general public. Modern 
media institutions such as cinema, newspapers and television, serve a similar 
purpose: "Storytelling was based on a ‘top down’ method as it focused on a 
centralised ‘institutional’ form of production, rather than a more ‘anthropological’ 
form of everyday life" (Hartley, 2009a, p. 23).  
However, at the close of the twentieth century radical changes were occurring in 
media institutions, due to new media affordances of the Internet, and accessible mass 
consumer video making technologies. Storytelling moved into the digital age and can 
now be more widely and easily spread by providing platforms for previously unheard 
voices. It has, arguably, returned to more anthropological roots. These new 
technologies also amplify the sharing of stories and provide a bottom up approach to 
storytelling. As Rennie (2011, pp. 42-43) suggests, we (the general public) were 
excluded from mass media production because it was too capital intensive and as a 
result, professionalised. Now, with the Internet, everyday people can participate in 
both the production and the distribution of information.  The telling and sharing of 
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stories is now in the hands of populations and learning through these platforms has 
become everyday, and can provide more diverse and enriched learning experiences 
in our communities. Hartley (2013) suggests that storytelling is a form of social 
learning and that the role of storytelling is as much a part of social human practice as 
it is an expression of itself. Storytelling has always been fundamental to the human 
condition and now new media technologies help us connect and learn from each 
other through storytelling in new ways (Bingham & Connor, 2010). Bingham and 
Connor (2010) argue in relation to both storytelling and social learning that 
"storytelling, which has always been central to the human condition, now travels 
across new forms of media to help us learn from one another and connect" (p. 60). In 
today's era of participatory culture (Jenkins, 2006), there is also the opportunity for 
storytellers to take advantage of the unique affordances of every digital platform 
used (Alexander, 2011, p. 43).  
Examples of new storytelling practices afforded through new media technologies 
include 'digital storytelling', 'citizen journalism', 'audio content creation' and other 
related community media practices that are explored in this thesis. Such storytelling 
practices are a central focus of this study, as they are examples of bottom up 
collaborative media practice that can be used at grassroots levels and facilitated in 
community-based projects to amplify marginalised voices, not often heard in 
mainstream, top down media. Such practices can be taught to anyone who wants to 
learn and share their stories with others, with the potential to be shared beyond these 
local communities through new media applications, platforms and initiatives.   
Digital Storytelling  
Digital storytelling emerged in the mid-1990s, when digital technology was 
becoming generally more accessible for everyday people. Dana Atchley and Joe 
Lambert (Lambert, 2009) were two of the founders of the Center for Digital 
Storytelling (CDS) and pioneers of digital storytelling.  Formalised as a participatory 
workshop based practice of social activism for working with marginalised 
communities in California in the early 1990s, digital storytelling expanded 
opportunities for individuals and groups to be heard via the mediatisation of their 
personal stories. The CDS model of digital storytelling is a workshop based practice 
and a multi-media form, in which participants are supported to learn how to tell and 
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produce a short personal story of about two- to three-minutes duration, using 
photographs, text, sound effects and music. As Hartley (2013, p. 74) summarises, 
"digital storytelling promotes self-expression, and the digital storytelling movement 
is largely organised around the identity, authenticity and experience of the teller. It 
often sets its own work in opposition to the stories told in 'mainstream' media”. 
Outputs are typically autobiographical in nature, and from the storyteller's point of 
view. The production process is often undertaken in an intensive facilitated 
workshop of around three-days duration, and although stories are produced offline, 
they can be streamed to the web or broadcast television (Alexander, 2011; 
Alexandra, 2008; Burgess, 2006, 2007; Fulwiler & Middleton, 2012; Rossiter & 
Garcia, 2010). The digital storytelling workshop process evolved as a result of 
learning via practice, as the Center for Digital Storytelling has managed over 200 
small- to large-scale projects, and led over 1000 workshops, with 15,000 individuals 
(Lambert,  2013, p. 1).  
The digital storytelling process, as it originates in the CDS model, usually begins in a 
workshop run by an ‘expert’ facilitator, with icebreaking activities, followed by what 
Lambert and Atchely call the ‘Story Circle’. This circle of trust, where ideas for 
stories are shared and then later collaboratively developed into scripts, also functions 
as a CoP. Following the scripting process, participants choose images from their own 
family photo albums, or source related images by other means. It is then put together 
using PC based consumer video editing programs, and the script recorded on an 
audio device, and laid down as part of the sound track with music that best suits the 
participant's story. Over the course of time, knowledge of this digital storytelling 
method was formalised and made available for ongoing adoption and adaptation, 
based on working knowledge of what processes worked, and what did not (Lambert, 
2013; Wenger, 1998). The formalisation of storytelling processes is explored in the 
case studies in this thesis to maintain or create consistency and sustainability in 
participant engagement.  
Although, the practice of digital storytelling seems quite straightforward, defining 
the term digital storytelling today has become complicated, as it is now a term that 
appears to apply to many descriptions, adaptions and purposes; from the community 
media practice created by Atchely and Lambert for marginalised groups, to corporate 
use in marketing and advertising and formal educational institutions. The CDS 
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method was intended as a transformative process that shifted participants’ 
perceptions of themselves and the world throughout the workshop process. 
Distinguishing this kind of practice from others, as well as recognising similarities 
with other community-based storytelling practices, is not straightforward.  
An overview of the international adoption and diffusion of the CDS method of 
digital storytelling is provided in John Hartley and Kelly McWilliam's (2009) book 
Story Circle. Hartley and McWilliam summarise digital storytelling under four areas: 
as a form, practice, movement and textual system. They suggest that the practice 
developed as a response to the exclusion of "ordinary" people from the mainstream 
broadcast media and emerged as part of broader cultural moves. It is practiced 
around the world in many diverse contexts and occupies a distinctive place in 
consumer generated media. As a form, it combines direct confessional disclosure, 
much like documentary production, but its format is succinct. As a practice, Hartley 
and McWilliam suggest, it is about the tuition of the individual within a new 
narrative to publish their stories. As a movement, it is the first uninterrupted merger 
of expert and consumer led creativity. And lastly, as a textual system, it challenges 
the distinction between professional and amateur production. It contributes to 
acquiring skills, such as digital literacy, storytelling and also content distribution. 
These also relate to the concepts explored by Wenger’s (1998) CoPs and the 
exchange of skills and learning by telling stories, and suggest further potentials about 
the place of storytelling as a tool for social learning.  
Digital storytelling, as derived from the CDS model, is also considered to be a co-
creative media practice. Spurgeon et al. (2009) propose this as a broader category of 
participatory media that includes the CDS method. Co-creative media seeks to 
describe critical participatory media production and how it is facilitated by 
community-based engagement and organisations. Digital technology is secondary to 
the critical purpose of telling stories. I will elaborate further on co-creative media 
and participatory culture later in this chapter. 
Jean Burgess (2006) comments that community workshop based digital storytelling, 
can also be understood as both a media form and a field of cultural practice. That is: 
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a dynamic site of relations between textual arrangements and symbolic 
conventions. Technologies for production and conventions for their use; 
and collaborative social interaction (i.e. the workshops) that takes place in 
local and specific context. (2006, p. 207) 
This community-based and cultural storytelling practice has furthermore allowed 
grassroots organisations to facilitate stories to be told by marginalised voices, and 
communities to be heard (Rossiter & Garcia, 2010).  
Digital storytelling is also known and practiced as Life Stories or lifestories (Hartley 
& McWillliam, 2009; Lenart-Cheng & Walker, 2011; Mackay & Heck, 2013, 2015). 
Igniting social change is also a key objective of social movements such as life 
storytelling. Lenart-Cheng and Walker (2011) delve into recent trends for creating 
lifestories for social and political activism, and the sharing of lifestories for the 
benefit of communities. Participants in this movement, as described by Lenart-Cheng 
and Walker (2011, p. 143), believe that sharing life stories has transformative effects 
for individuals and communities, and contributes to democracy in four important 
ways:  
1. by improving representation; 
2. by educating people on how to build democracy; 
3. by building on existing and new communities; 
4. by mediating between communities and policy makers.   
As with digital storytelling, peer-to-peer communication via the Internet and other 
social media greatly expands the potential reach, use and applications of life stories.  
Other scholars also see digital storytelling as a critical pedagogy that aims to support 
social participation through creative expression and media (Alexandra, 2008; Gabriel 
& Connell, 2010). Critical pedagogy, derived from the work of Freire (1970) and 
later scholars such as Henry Giroux (1989), proposes a dialogical approach between 
teacher and learner from which dual contributions to knowledge are made. It seeks 
equity in the social relations to learning through collaboration. Although the theory 
of critical pedagogy has evolved over time, most advocates suggest that by 
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addressing this link between the social and the allocation of knowledge it becomes 
possible to address the perpetuation of social inequality (Baldissone, 2008, pp. 22-
23). Digital storytelling adopts such a critical dialogical approach to the learning 
relationship between the storyteller, the facilitator and listeners.  
This aspect of the transformative power of amplified voice produced through digital 
storytelling was the subject of the research work by Watkins and Tacchi (2008, p. 
16), who described it in the following terms:  
...individual creators are empowered to create their own content and 
speak with their own voices in the public sphere, by telling their own 
stories and distributing them via digital media both offline and online. In 
this way, citizens are able to inhabit a media space previously accessible 
only to state and commercial broadcasters. 
These researchers took the CDS model as their starting point, but found that in 
collaboration with communities it needed to be adapted to be mutually useful to 
participants and researchers. The forms of digital storytelling that resulted were 
“Participatory Content Creation” (Watkins & Tacchi, 2008, p. 13) to differentiate 
these new practices from digital storytelling and were referred to as 
"microdocumentary”. The content creation activities experimented with in the 
Finding a Voice project were used to transfer valuable and marketable skills to these 
participants and to stimulate their 'voice' as a means to address what researchers term 
"voice poverty" in various third world communities. When adapting the digital 
storytelling model for the Finding a Voice project, a journalistic style of storytelling 
was found to be more appropriate to the interests and contexts of participants. 
Another important finding of this research was that adaption was not only possible, 
but also necessary, in order to maintain a critical pedagogy and research approach.  
Digital storytelling can also be seen as a community capacity building practice 
(Davis, 2011; Fields & Diaz, 2008). Studies by Aneta Podkalicka and Craig 
Campbell (2010) and Dylan Davis (2011) address how digital storytelling can be 
used in both youth and intergenerational communities to build skills, and as an 
opportunity to learn about themselves and others. Both studies adapted the CDS 
model to suit their contexts, and Lambert (2009) accepts that adaption is part of the 
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CDS process. This can also be seen in the Youthworx study. Podkalicka and 
Campbell (2010) reported that this project did not start with a story circle, but rather 
involved participants in collaboration at the production stage. In Davis' (2011) 
intergenerational study, the workshop process was extended to three weeks, rather 
than three days.  
The use of digital storytelling in formal education is also quite prominent, although 
the motivations and purpose are vastly different from the community-based practices 
for marginalised communities. Digital storytelling is used in both English and Media 
Education classrooms to introduce students to the basic building blocks of narrative 
and to contribute towards increasing formal literacy skills, including both traditional 
language based literacy and digital and media literacy skills (Brice & Lambert, 2009; 
Chung, 2007; Frazel, 2010; Jetnikoff, 2009; Ohler, 2007; Rossiter & Garcia, 2010; 
Wheeler, 2015). However, it can also be of value for student voices in the school 
community and to engage students, otherwise at odds with formal schooling, by way 
of after school clubs and activities (Lowenthal, 2009). Generally, it is the 
institutional context in which digital storytelling activity occurs that shapes its 
purpose and how and why it is adapted, so that it is fit for a specific context 
(McWilliam, 2009; Spurgeon et al., 2009).   
Kelly McWilliam (2009) describes four types of institutional contexts for digital 
storytelling: community, educational, cultural, and a range of miscellaneous uses, 
which include public broadcasters and corporations. Digital storytelling in 
educational institutions, as discussed earlier, is commonly used by teachers to engage 
students and to improve literacy skills. As already noted, cultural organisations use it 
for participatory approaches for developing public cultures histories. As McWilliam 
(2009, pp. 6-7) observes in community contexts, digital storytelling can be 
"aspirational" to express hopes and empower storytellers, and "recuperative", to be 
used therapeutically to overcome obstacles and adversity (Clarke & Adam, 2011). 
Indeed, the method has been used quite extensively for therapeutic and recuperative 
uses in health and social services (Dupain & Maguire, 2007; Gubrium, 2009; 
Gubrium, Hill, & Flicker, 2014; Madsen, Chesham, & Pisani, 2015a; Madsen, 
Costigan, & McNicol, 2015b). Such an institutional context moulds digital 
storytelling's content, purpose and outcomes (McWilliam, 2009; Spurgeon et al. 
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2009). This is very indicative of the case studies presented in this thesis, and the type 
of storytelling they produced.  
Digital storytelling is a collaborative community-based participatory media practice, 
with foundations in the CDS model and for the purpose of contributing to social 
change in communities. It provides a starting point to explore other similar 
participatory storytelling practices at a community level. Digital storytelling has 
many permutations, and can be practised in diverse contexts, but at least two things 
remain constant; stories are produced collaboratively and they are told as first person 
narratives. Digital storytelling can be used as a platform to research the learning that 
occurs through collaborative storytelling by various means and institutional contexts.  
Adaption and Change – Beyond the Workshop Practice and Other Forms 
A key issue that makes digital storytelling complicated and, indeed, problematic for 
research, is finding a consistent definition. Even though Lambert (2009) suggests 
that adaption is part of the CDS process and it is accepted that the institutional 
context can greatly impact on its content and purposes, the term is also used to 
explain a very different participatory media practice (Alexander, 2011; Miller, 2004).  
When digital storytelling was pioneered by the Center for Digital Storytelling (CDS) 
in the 1990s, the media landscape was a very different place. The Internet was not 
what it is today, and media production tools, in comparison, were very expensive. 
Thus, facilitated workshops for people who would not otherwise have access became 
practical for such media production workshops. The use of scanned images and 
simple, but then more expensive, media production tools were quite innovative at the 
time (Fulwiler & Middleton, 2012). But now digital media production tools are 
cheaper and more accessible. We now carry video production equipment in our 
pockets in the form a smart phone, and we can curl up on a beanbag with an edit 
suite through easily installed and cheap applications such as iMovie for the iPad and 
similar software on tablet computers.  
Fulwiler and Middleton's (2012) After Digital Storytelling: Video Composing in the 
New Media Age presents a differing view of current digital storytelling practices in 
an era of new media culture. Fulwiler and Middleton (2012) agree that the CDS 
model has had its place, and do not deny that it has been successful, but argue that if 
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digital storytelling is to "evolve with cultural and pedagogic shifts, it is time to 
expand or even reimagine the present model so that we can invite a fuller 
consideration and experimentation of the resources available in the new media era" 
(p. 49). Although advocates of the current workshop based practice of digital 
storytelling have emphasised the importance of facilitation, the ease of use and 
affordability of this evolving new mobile media technology also impacts on the 
simplicity of the creative process. Interestingly, since publication of Fulwiler and 
Middleton's (2012) article, the CDS has realised this too, and have launched the 
StoryLab (2012) project to experiment with new media platforms (Story Center, 
2012). The CDS also experiments with collaborative online video technology, such 
as We Video. Lambert notes that the future of their work lies in learning how to 
maintain the popular use of digital media, but to also become more effective at 
supporting people and their storytelling (Lambert, 2013, p. 139). The process of 
personal storytelling is always evolving, and organisations like the CDS that 
facilitate these activities must stay attuned in these fluid learning environments.  
Another advocate of digital storytelling in the evolving media landscape is Bryan 
Alexander. Alexander's book The New Digital Storytelling: Creating Narratives with 
New Media (2011) highlights the contemporary and evolving premise of the 
movement and considers the CDS model of digital storytelling, and those like the 
BBC's Capture Wales and Telling Stories, as the “first wave" (pp. 17-29). Alexander 
argues that new digital media platforms, including social media such as Facebook, 
Twitter and the video sharing site YouTube, are a “second wave” of digital 
storytelling (Alexander, 2011, p. 29). Alexander refers to this next wave of digital 
storytelling as ‘Digital Storytelling 2.0’ and he discusses digital storytelling beyond 
the CDS model, in regard to storytelling platforms such as gaming and social media, 
as the media landscape has evolved significantly over the past 20 years. Importantly, 
much of this new wave of storytelling is better described as "user generated content", 
as distinguished from stories created as part of an intentional social movement in 
facilitated environments.  
Alexander (2011) is not alone in his analysis of the evolution of digital storytelling in 
the new media landscape. Miller (2004) emphatically argues that the meaning of 
digital storytelling is still “emerging" and in a state of flux, and prefers to use it to 
generically describe "interactive digital technology to tell immersive and 
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participatory narratives" (p. xi). In Miller's definition, digital storytelling is not 
exclusively transformative, but also used for business as a promotional strategy.  
Another related term is ‘transmedia storytelling’. Miller (2004) agrees that 
transmedia modes of storytelling have very little to do with the personal community- 
based practice created by the CDS. It is also vastly different to the idea of 
storytelling as a community-based practice, and differs greatly from its use in 
educational contexts, although it is still largely used in formal education. Coined by 
Henry Jenkins (2010), transmedia storytelling describes how a story is told over a 
variety of media platforms. Used largely as a fictional mode of storytelling, part of 
the same story may be told through character blogs, social media platforms, websites 
and video. Inanimate Alice is a classic and highly awarded example of transmedia 
storytelling. Referred to as a ‘digital novel’, Inanimate Alice tells the fictional 
narrative through animation, music and even video games (The Bradfield Company, 
2005). Other examples include the Australian Children's Television Foundation's My 
Place (Australian Broadcasting Corporation, 2012) that uses multiple platforms to 
tell fictional narratives. Such transmedia digital storytelling is also largely a 
participatory media practice, and is dialogical, as it uses various tools for interaction 
and engagement with its readers/viewers.   
Maura Edmond (2014) explored the concept of transmedia storytelling in the context 
of public and community radio programs. One example is Radio with Pictures 
(RWP), an Australian, event based, live storytelling program. RWP featured live 
storytelling, visual art and music and was also broadcast on the digital radio network 
in the community broadcasting sector in Australia. This event involved the audience 
in innovative ways with a ‘Listening Party’. RWP will be discussed in chapter 6 of 
this thesis, but it is of relevance here, as it explored innovative multi-platform 
storytelling in the context of community broadcasting. As a result, transmedia itself 
has become a fluid term in regard to telling stories on multiple platforms. Therefore, 
how community-based digital storytelling is changing in response to storytelling 2.0 
developments is of relevance to the social learning explored in this thesis.  
All of these developments, both the critical community-based and co-creative, and 
generic forms of user generated content, as well as professional transmedia, can be 
understood as developments of  ‘participatory culture’ (Jenkins, 2006, 2009). 
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Participatory culture has developed with the Internet in social media environments 
with relatively low barriers to artistic expression and civic engagement (Jenkins et 
al., 2009). A significant aspect of media is that it has become a social activity. 
Participatory culture provides strong support for creating and sharing with others, 
and a type of informal mentorship where what is known is passed from the 
experienced to novices. It provides a place where members feel that their 
contributions matter and where they have some sort of social connection with each 
other (in the sense that others care about what they have created) (Jenkins et al., 
2009, pp. 5-6). In this sense, Jenkins’ concept aligns with CoPs theory as discussed 
in chapter 2, as a means of valuing newcomers and more experienced members to 
share learning (Wenger, 1998). This is also of significance to digital habitats and 
technology stewardship, discussed in chapter 2 (Wenger et al., 2009), as these 
learning activities move to digital platforms. Every member need not contribute, but 
when they do, their contribution will be valued (Jenkins, 2006; Jenkins et al., 2009). 
Jenkins further points out that "participatory culture shifts the focus from individual 
expression to community involvement" (Jenkins 2009, p. 6). Participatory culture 
involves participation and involvement from the audience and operates at a 
grassroots level.  The media is no longer a spectator’s domain (Jenkins, 2006). 
Common video sharing websites, such as YouTube, provide a public platform for 
participatory culture. Self-made and reputable professional experts now provide 
tutorials and workshops through this very medium to educate others on diverse 
topics, such as how to build chicken feeders, or using the latest computer software. 
YouTube can be a useful learning resource and provides an accessible form of social 
online expertise. Conversely, Hartley (2009b) suggests, unlike the user generated 
content found on YouTube, the thing that differentiates digital storytelling, is that it 
is taught and that this learning characteristically occurs in an offline context and in a 
workshop environment. Furthermore, this allows the method to be applied to address 
the ‘participation gap’ (Jenkins, 2006), the range of socioeconomic and geopolitical 
factors that impact upon the distribution of knowledge and resources that underpin 
the responsibilities of social participation. 
The proposition arising from this discussion that is relevant to this research is that 
there is scope for the definition of digital storytelling to adapt and change with the 
evolution of technology. Although present technology provides an era of user 
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generated content, and storytelling can be shared over multiple media platforms, 
community-based arts and media are still important means for developing 
participatory culture. Social learning through storytelling is clearly supported by 
social and digital media. However, community-based mediatisation of stories and 
storytelling is also crucial to building capacity for social participation and for social 
learning. Such storytelling also invites exploration of the nature of community co-
creation and the concept of co-creative media.  
Co-Creative Media 
Digital storytelling is one type of co-creative media practice explored in this thesis, 
but there are also others being developed across cultural, community arts and 
broadcasting sectors (Spurgeon et al., 2015; Woodrow et al., 2015). The term co-
creation is also a term with many definitions (San Cornelio & Cruz, 2014). However, 
Christina Spurgeon (2013) uses the concept of ‘co-creative media’ to draw attention 
to critical, facilitated practices explored here that are informed by: 
• critiques of mass media representation; 
• critical pedagogy; 
• curiosity about the possibilities for creative excellence in media 
self-representation, and 
• perceptions of the importance of personal storytelling to social 
change, knowledge, and humanistic endeavour. (p. 7)  
Other types of co-creative media that are considered in this study include citizen 
journalism, audio storytelling, radio documentary, long form journalism (Lindgren, 
2014; Lindgren & McHugh, 2013; McHugh, 2014) and mixed media storytelling 
across platforms for the distribution and sharing of best practice knowledge (see 
chapter 5). As Spurgeon (2015) argues:  
The value of co-creative media – as a site of innovation and engine for 
social change – is still not fully understood; however, it is clear that 
critical concerns for end- user control in questions of media 
representation, learning through creative expression and commitments to 
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social change and justice are what distinguish co-creative within the 
broader context of participatory culture. Co-creative practices call into 
question the authority and legitimacy of established storytelling 
institutions (including journalism, entertainment, advertising and national 
cinema), and continue to expand possibilities for media participation and 
social inclusion. (p. 137) 
These variations in digital storytelling practices in participatory media were the focus 
of an Australian national ARC/Linkage investigation into Australian co-creative 
media, which provided the context in which this PhD study was undertaken. 
(Edmond, 2013; Woodrow, et al., 2015; see also chapter 1). The term co-creative 
media is also applied in this thesis to describe facilitated storytelling practice in the 
community media and arts contexts considered here.   
Listening Publics 
Listening is an important but often neglected aspect of storytelling, particularly with 
co-creative forms of storytelling proliferating in a digital context. Democratisation of 
media creates opportunities for marginalised people and groups to tell their stories 
via digital means to new listening publics (Dreher, 2010). The notion of publics or 
"publicness" has been an emerging area of research in the context of new and online 
media. Much of this debate centres on differentiating ‘publics’ from traditional ideas 
of ‘audiences’ (Livingstone, 2005). This thesis is interested in why new listening 
publics are important for co-creative media practitioners and digital storytellers.   
Jean Burgess suggests that the question of 'democratic' media participation is no 
longer limited to "'who gets to speak' but also now includes, 'who is heard and to 
what end?'" (2006, p. 203. Also cited in Dreher , 2010 p. 447). Listening is just as 
important as the voice. As Rossiter and Garcia (2010) suggest, a story is merely 
rumination until it is shared, and digital stories have the potential to be shared with 
an infinite audience through digital networks (p. 42). When stories are amplified in 
this way, storytellers project their personal stories to a larger group of listeners. The 
potential for stories to be shared, distributed and thus heard and heard loudly is part 
of the appeal of co-creative media methods. They enable opportunities to extend the 
reach of solidarity, if not, social change.  
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The term ‘publics’ refers to a "shared understanding or inclusion in a common form" 
(Livingstone, 2005, p.1). The formation of publics is often raised in relation to 
politics, or what German social theorist Jurgen Habermas  (1991) calls the “public 
sphere”. In summary, Habermas posited that this was a social space where 
individuals could meet together to freely engage in discourse on social matters and, 
as a result, influence political action. However, as Baym and boyd (2012) suggest, 
everyday citizens often engage in the politicised public sphere for more personal 
purposes, and to develop a sense of identity in relation to others in the wider society. 
Furthermore, as people communicate publicly through new media affordances, they 
become more aware of themselves and a variety of public spaces that they are a part 
of and also create. The place of public and private forms of social space have 
expanded with the development of the Internet, and now include "intimate publics", 
constituted by family and friends (Baym & boyd, 2012; Berlant, 1997; Poletti, 2011; 
Vivienne & Burgess, 2012), and "counter publics" suggested by Fraser (1990, 1995) 
and also discussed at length by Warner (2002), as being those publics not engaged in 
the mainstream public sphere – usually activist or community groups with 
marginalised views.   
The politics of amplifying community-based stories can be contentious, as most 
stories are personal and autobiographical in nature and initially shared within an 
intimate social space, such as a "Story Circle" (Alexander, 2011; Burgess, 2006; 
Hartley & McWilliam, 2009; Lambert 2009), which is the basis of story creation in 
CDS-style workshops. In many cases it is not appropriate for digital stories to be 
generally distributed publically, particularly if they are told by at-risk groups, such as 
those in Podkalicka and Campbell's (2010) Youthworx study mentioned earlier.  
A recent study by Vivienne and Burgess (2012) The Digital Storytellers Stage: 
Queer Everyday Activists Negotiating Privacy and Publicness, also addressed 
questions of storytellers’ control over whether and how they share their stories, the 
ways in which they are curated for various publics, and how some storytellers may 
shy away from sharing openly, preferring to adopt pseudonymity, while others may 
use their stories to influence political actions and contribute towards social change. 
Such personal stories are made in a confidential and trusting environment, but this is 
one factor that makes sharing and distributing the stories difficult. As suggested by 
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Spurgeon et al. (2009), many stories produced are for limited use and personal 
purposes.  
The concept of ‘listening publics’ is helpful to understand the wider contextual 
system that these storytelling projects inhabit, as well as how learning about diverse 
publics and platforms for engagement occurs within this system. However, questions 
about how publics are engaged beyond the CoPs facilitated by community media, 
arts organisations and public service broadcasters are beyond the scope of this study, 
and therefore will not be examined further in this thesis. Listening publics is referred 
to briefly in chapter 4 in regard to the wider context of this study.  
Role of the Media in Disseminating Knowledge  
In both media and education studies, media is understood to have an important and 
often controversial educational role. Both disciplinary perspectives seek to theorise 
this learning role (Buckingham, 1993, 1994, 2000; Dezuanni, 2008, 2009; Hartley, 
2008, 2009; Hartley & Fiske, 2003; Hoechsmann & Poyntz, 2012; Jenkins, 2006; 
Livingstone, 2005; Sefton-Green, 2012) as an area to study, and also as a dedicated 
subject in itself. As discussed in chapter 2, social learning theories began to develop 
in direct response to the challenges of changing environments and contexts in and 
outside formal educational domains and related influences on learning. Media 
scholars took on the same challenge. As mentioned earlier, by framing modern media 
as contemporary storytelling institutions and sites of “vernacular teaching”, Hartley 
(2009a, p. 34) argues that literacy belongs to the social system, not to individuals, 
and that the social system “requires both individual agents and organising 
institutions”. The focus of this section looks at the coordinating roles of non-
commercial arts, media and cultural organisations in digital and collaborative 
storytelling, the challenges that surround this activity, and what makes these 
organisations valuable sites of learning. It considers first, the role of public service 
media, and then community media, and CACD.  
Public Service Media (PSM)  
Although there are many reasons why digital stories and other products of co-
creative practice are not easily circulated through media, there have been some 
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limited experiments with public service broadcasting. The two notable experiments 
involved the British Broadcasting Corporation (BBC) in the United Kingdom and the 
Australian Broadcasting Corporation (ABC) in Australia. Digital stories from large 
public service media institutions point to some interesting debates in regard to 
workshop facilitation, curation for broadcast, limitations and challenges for "top 
down" media organisations.   
The BBC in Wales was the first public and major broadcaster to broadcast digital 
stories in the early 2000s. Capture Wales, was rather successful at the time, and won 
several awards. Created by photographer Daniel Meadows, the aim was to develop 
the CDS model into broadcast form (Meadows, 2003). Production quality with most 
digital stories, particularly given the quality and cost of consumer media devices at 
the time, was regarded as problematic for broadcasting. This is where Capture Wales 
adapted the CDS model and provided professional production assistance. The stories 
were shared on the Capture Wales website and selected stories curated for broadcast 
on the BBC (Burgess, 2007; Hartley & McWilliam, 2009; Meadows & Kidd, 2009; 
Thumim, 2009).  
More recently, the Australian Broadcasting Corporation (ABC) in Australia 
experimented with digital storytelling through its online and broadcast project called 
ABC Open. It is interesting as to why the ABC decided to take on a similar initiative, 
where informally made user generated content is more accessible than ever with the 
ease of a smartphone and similar pocket video making technology. Unlike Capture 
Wales, which assisted storytellers with co-production to create stories of broadcast 
production value, ABC Open seeks to find and tell stories from regional Australia. 
The project is embedded in regional communities to learn how to use pocket and 
smartphone technology and how to tell important and valuable stories from their 
communities. Like the BBC’s Capture Wales, the stories are uploaded to the ABC 
Open website and selected stories are then curated for broadcast on the ABC digital 
news station ABC 24. This largely online initiative started in 2010, following a 
successful, earlier experiment in online and collaborative media called ABC Pool 
(Hutchinson, 2012, 2013b) The first television broadcast of episodes of anthologies 
of selected digital stories sources through ABC Open commenced in 2012. Forty-five 
producers are based in regional areas throughout parts of Australia, and assist in 
facilitating workshops, producing and curating stories to share with ABC viewers 
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(Dwyer, 2011, 2014). The ABC Open initiative is a valuable and interesting project, 
with particular relevance to the ABC's charter and role as a national public 
broadcaster: to contribute to national identity, reflect cultural diversity and broadcast 
programs of an educational nature (Australian Broadcasting Corporation, 1983). 
Other long-term life storytelling initiatives from the ABC include the regional youth 
orientated program Heywire, which was born out of a national radio storytelling 
competition and aims to amplify the voices of regional and rural Australian youth 
(Mackay, 2013, 2015; Mackay & Heck, 2013, 2015). 
Nancy Thumim (2009) explores how and why public service broadcasters engage 
with digital storytelling and just how an organisation like the BBC, with Capture 
Wales, repositions itself in the digital cultural sphere to build public participation. 
She also questions what is meant by the term 'ordinary people' and how such public 
broadcasters define and use this bottom up storytelling for their own purposes. 
Thumim questions the motivations of broadcasters. In considering the ABC's reasons 
for inviting community-based storytelling to be broadcast through their organisation, 
it is important to consider the wider policy context at the time ABC Open was 
established.  
The ABC’s engagement in the digital sphere came about in 2008 when the 
Australian federal government's Department of Broadband, Communications and the 
Digital Economy instigated a public review into the role of national public 
broadcasters in view of new digital media culture and the roles they can play. As a 
result of this inquiry, and following the success of Pool, ABC Open started in 2010 
and Pool closed in 2013 (Dwyer, 2014; Hutchinson, 2012, 2013a, 2013b; Mackay, 
2013; Mackay & Heck, 2013, 2015; Wilson, Hutchinson, & Shea, 2010). 
Furthermore, ABC Open seeks to address the digital divide and participation gap 
(Jenkins, 2006) by way of educating its community participants in digital literacy 
skills to educating those outside these communities by broadcasting these grassroots 
stories and related projects to its general audience. 
Coordinating digital stories online and for broadcast audiences raises questions about 
how these stories can be packaged for broadcast platforms and how this is best done. 
ABC Open chose to adopt an anthology format for its television broadcast. 
Television has a long history of inviting amateurs, particularly in the genre of 
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anthology television (Kraszewski, 2008), and digital stories can be curated from 
workshops into a program format. Public storytelling broadcasters, such as the ABC, 
use an anthology format for their digital stories created in regional workshops to 
package them in regional themes. Like BBC Wales, professional production 
assistance is used in conjunction with the personal stories told by the participants, 
resulting in high production quality and value. ABC Open uses digital stories as one 
aspect of this project, but this initiative also includes storytelling through radio 
broadcasts, blogging, photography and audio file sharing (Dwyer,  2014). ABC Open 
presents a public service media example of community-based storytelling practices 
to engage diverse participation and invite regional and rural participation in an area 
often underserviced by urban-centric broadcasting (Australian Broadcasting 
Corporation, 2015).  
Although both ABC Open and Capture Wales have had success, they do invite 
critical questions about the authenticity of the stories and authorship of the 
storyteller's voice. Hartley (2009a) notes that when such expertise is used with 
projects, the results are excellent, particularly in regard to production quality, but 
also notes a residual concern as to whether the co-creative facilitation of these 
workshops is a "bully or a pulley" (p. 131). Hartley’s concern is with the balance 
between the personal and autobiographical, and the extent in which it is 
compromised by consideration for the need to appeal to a wider audience, and other 
factors in the institutional context.  
Neither ABC Open nor Capture Wales can be reasonably expected to accommodate 
overtly therapeutic forms of storytelling. Capture Wales digital storytelling 
facilitators were upfront in arguing that their domain for digital storytelling was not a 
'safe place' (Meadows & Kidd, 2009 in Hartley & McWilliam, 2009), and in co-
creative media practice, defining ‘safety’ is an issue. The other issue is whether the 
stories will still contain the same emotional detail and depth. There have been 
concerns with anxieties over storyteller safety, and the need to protect them from 
harm, as well as production quality. There is also the concern over the storyteller's 
intellectual property rights. For all these reasons, Hartley (2009b) concludes that 
scalability is a problem for propagation through institutions such as public service 
media. Festivals, he argues, may prove to be more appropriate platforms for co-
creative media to find new audiences.  
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More recently, the ABC has embraced audio content creation models influenced by 
popular US public broadcasting initiatives, such as This American Life, and The 
Moth. Such storytelling practice aligns with digital storytelling, life storytelling and 
microdocumentary, and has been broadcast via the ABC with programs such as Now 
Hear This, Long Story Short and the 360 Documentary series on Radio National. 
This is in addition to the ABC's iteration of Radio With Pictures on Radio National 
in 2013, and as part of a live listening broadcast event. This will be discussed further 
as a case study within this thesis. Research in this area of audio storytelling practice 
has been explored by Mia Lindgren and Siobhan McHugh (Lindgren, 2014; Lindgren 
& McHugh, 2013; McHugh 2014), who point to this as a burgeoning area of interest 
and influence in both the public and community broadcasting sectors. As McHugh 
(2014) notes, "audio is a powerful medium whose non-intrusiveness, affective 
resonance and enveloping nature make it particularly suited to capturing intimate 
personal narratives. Audio storytelling requires a blend of journalistic, technical and 
creative skills" (p. 153). The emerging proliferation of social learning in this style of 
storytelling has made quite an impact on the Australian radio scene, and will be 
discussed as a case study in chapter 6.  
The Place of Community Broadcasting 
Like digital storytelling, the category of practices and organisations that make up 
community media is in a state of flux. Consideration of how platforms, such as 
television, radio broadcasting and online, are being used in the expanding 
community media environment reveals a lot about the expanding and changing roles 
of media in social learning. Community broadcasters are important coordinating 
agencies for new modes of story based social learning, and the sector has long had a 
reputation as a place for experimentation, becoming a growing sector of interest in 
innovative media production. "This rise in community media research – and indeed 
in community media forms – could be quite simply attributed to increasing 
globalisation and the need for people to feel 'connected' to their local communities 
and to the people who create them" (Meadows, Forde, Ewart & Foxwell, 2007, p.8). 
Additionally, as a result of the voluntary nature of the sector, and thus no commercial 
constraints, this sector is attracting considerable attention as a place of innovation. 
Co-creative storytelling activities in the community broadcasting sector also have 
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potential collaborative connection with other sectors, such as cultural development 
and GLAM sector institutions. This is most apparent in the relatively recent 
development of hybrid community new media arts organisations, such as 
CuriousWorks (see also Shea, 2013, 2014), Feral Arts, Human Ventures, Creative 
Regions, dLux Media Arts and Witness. These organisations specialise in using 
digital platforms and practice to mediatise and propagate stories and storytelling for a 
variety of community capacity building purposes. The development of these 
community media arts and cultural development organisations shows that 
broadcasting is only one facet in the sector of community media. Experiments with 
co-creative media storytelling through community broadcasting networks, as well as 
online, have been limited, and invite several questions in regard to author 
authenticity, storyteller safety, production values, how stories are selected and 
curated for broadcast, online distribution, as well as the nature of amateur content in 
a broadcasting context (Hartley & McWilliam, 2009).  
Broadcasting, in a community television and radio context introduces the possibility 
of extending opportunities for sustainable digital storytelling practice, amplification 
and propagation. This has been explored in the background to this study in chapter 1. 
Community television has a long history of grassroots media production and was 
established with the intention to be freely available, reflect the community and fulfil 
its needs (Rennie, 2006). It has struggled against marginalisation in the past, but after 
surviving an extended trial period in Australia, it exists with several stations in urban 
and some regional centres. Community television usually emphasises locally made, 
low budget programs from non-profit groups (Beatson, 2008) which is why 
community broadcasting is of great interest in propagating co-creative media 
practices, like digital and co-creative media storytelling. There is also the issue of its 
place in an era of new media. Rennie (2006) argues that community television does 
still have a place; as in the commons area of community broadcasting, participation 
and broadcasting go together and form an open system in which everyone can 
participate. More recently, given the possible withdrawal of community television 
broadcasting from Australia, as outlined in chapter 1, these licensees are now 
exploring other ways in which they may continue in an online only capacity.  
Another contribution to the discussion of the role of community media and 
broadcasting in popularising the rise of audio content creation and radio storytelling, 
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is provided by Australian radio and journalism scholars Mia Lindgren and Siobhan 
McHugh. These authors (2013) note that the renewed interest in radio storytelling 
coincides with a modern obsession to tell stories via various social networks and 
digital platforms. Lindgren (2014) illustrates this point by citing Joe Lambert, the 
founder of the Center for Digital Storytelling, and his observation that we can now 
imagine more than a thousand ways to share our stories (p. 64). These authors also 
consider the American public broadcasting program, This American Life, as a 
catalyst for renewed interest in personal radio storytelling and long form journalism 
practice. Such programs and practices share many traits of digital storytelling, but 
with the absence of images, and are also present in the Australian community 
broadcasting sector. Audio content creation and the influence of programs such as 
This American Life feature in the radio storytelling case study in chapter 6.  
Community media is generally defined "as media that allows for access and 
participation" (Rennie, 2006, p. 22). It pre-dates and, arguably, anticipated digital 
participatory media, popularly understood as Web 2.0. However, as Rennie and other 
community media scholars suggest, community media is not easily defined in this 
era of digital media culture and user generated content (Howley, 2010; Milioni, 
2009; Rennie, 2006). It is difficult to specify its purpose in this context as a variety 
of terms have emerged to frame this kind of critical participatory media activity, 
including 'alternative media', 'citizens', and 'radical' media, depending on the context 
of its intended purpose. But even the definition of ‘community’ is regarded as 
slippery, loaded or vague (El-Ghul-Bebawi, 2009; Gordon, 2009; Howley, 2010; 
Milioni, 2009). Rennie (2006) suggests that community media can be further defined 
by regulatory constraints – low budget, low powered, limited licensing and so forth. 
However, at the heart of community media is participation and access for 
communities and the provision of an alternative to mainstream media. It is most 
commonly non-profit and run by volunteers from local communities.  
The Australian community media sector is also currently evolving in the era of new 
media culture and current definitions are in some form of flux although, 
interestingly, this was an issue even before new media technologies. Either way, as 
highlighted by Howley (2010), theory building in the field of community media 
studies is complicated in some respects by distinctive, particular and various 
technologies in diverse and regional settings. Rennie (2011) suggests that, from the 
   
page 66 
outset, even though community media and user generated content share similar traits, 
such as altruism, amateur technologies and social relationships, for example, and 
both serve as a means for distribution, it is its purpose that makes it different. 
Community media organisations, like the Student Youth Network (SYN), were 
established to fulfil a social need, and not a market gap (Rennie, 2011). Furthermore, 
if there is a role for community media online, it must provide explicit alternatives, 
not just in content, but also in how organisations deal with information. It needs to be 
clearly differentiated and not lost in the participatory landscape (Rennie, 2011).  
According to Howley (2010), another feature that distinguishes community media is 
that it offers opportunities for civil society to ‘talk back’ to the larger institutions of 
public life. Community media does this by providing cultural, youth, social and 
activist groups with access to training, facilities and the technical infrastructure to 
communicate with wider publics. In adopting participatory practices and decision 
making processes, community media promote a sense of belonging, responsibility 
and relationship to the wider society. It also encourages individuals to work 
collaboratively, to cultivate a more deliberate approach to participation in public life, 
to nurture social networks within and also between communities and, as a result, to 
encourage new ways to think about the practice of democracy. This point is also 
taken up by community media educator Shawn Sobers (2010), who sees great value 
in providing media skills for community groups. Similarly, research by Stuart Poyntz 
(2013) and Poyntz, Hoechsmann, and Cucinelli (n.d.) emphasises the value in 
community and independent media for youth participation as a means to further the 
role of young people as critically engaged citizens, and for media education. Most 
importantly, according to Howley (2010), community media is significant, as it 
provides opportunities for people and groups, whose interests, opinions and points of 
view are marginalised in the prevailing media discourse, to participate in the public 
sphere. How such a community-based media organisation learns can also be a result 
of the skills, talents and interests that volunteers contribute to further the learning and 
growth of the organisation. This is of particular relevance to the primary research 
question exploring how learning occurs in such organisations.  
There is no doubt that the concepts and practices of community media are challenged 
in an era of new media and online digital culture. Milioni (2009) suggests that when 
community media goes online, it undergoes considerable transformations. The form 
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of 'community' gives way to that of a 'network'. The media becomes that of 'social 
interaction' and 'community media' itself consists less of audiences, but more of 
active users or publics (p. 289). But, it is the designers of online community media 
and their publics that take on these challenges.  
Rennie (2006) also considers how community media is used as a way to achieve 
social change and refers to this political contribution to as the ‘third way’. Examples 
of how community media provides a pathway for social change include the way it 
helps individual and group community members gain various skills and participate in 
the knowledge economy. This kind of contribution has been noted in the context of 
developing economics, for example the Finding a Voice project by Watkins and 
Tacchi (2008). But community media as a contributor to social change need not be 
seen as exclusive to third world contexts. As Meadows et al. (2007, p. 16) also 
suggest, community media is a sector that is also seen as empowering communities 
by enabling dissemination of their ideas to a larger audience: community media 
challenges the 'status quo' of mainstream media to provide a space where "citizens 
can encounter, debate, or experience alternative viewpoints and lifestyles". 
Furthermore, community media "empowers the disempowered, disenfranchised and 
disadvantaged groups in Australian society, enabling representations of their way of 
life, priorities and agendas" (Meadows et al., 2007, p. 16).  
This literature considers how digital storytelling has been a catalyst for a 
development of a variety of creative media practices. In Australian community media 
contexts, digital storytelling helps to extend thinking about community broadcasting 
and online platforms, as well as relationships with other cultural organisations to 
extend the benefit of participatory media in communities and provide local content.  
Community Arts Convergence with Digital Media and Australian Policy   
Joe Lambert (2009) suggests that digital storytelling remains a community arts 
practice, despite our culture becoming more digitised. This observation is interesting 
in the sense that there are a variety of accessible broadcast and distribution platforms 
available via the Internet, and leaves open the question of at what point digital 
storytelling becomes a community media practice. Other scholars consider the 
practice of community-based digital storytelling in the absence of distribution to be a 
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community media practice (Hartley, 2009b; Watkins & Tacchi, 2008). This 
discussion reflects a convergence of community arts and media, not just in the 
politics and practices of participatory culture, but also in the organisational capacity 
to digitally produce and amplify personal stories. This kind of convergence is also 
reflected in hybrid new media arts and the field of community media arts practice. 
This development has been tentatively recognised in Australian media arts public 
policy.  
The Australian government's National Cultural Policy Discussion Paper, published 
in 2011, highlights the importance of the arts in Australia, and suggests that arts 
policy is not just about supporting the arts, but strengthening and intensifying 
communities that develop creative culture and contribute to tackling the challenges 
of everyday life. The importance of the arts sector in terms of the community, social, 
educational and economic benefits it delivers, is understood. Further to this, the 
Australian government recognises that new methods of communication have 
impacted on the way people access, participate and create arts and culture, and that 
cultural diversity is bringing many and varied insights to traditional arts practices. 
The national government's goal to support the use of new and emerging technologies 
is of great interest for community media and arts organisations. It is argued here that 
one of the main ways that these benefits are recognised is in the social learning that 
occurs through the co-creative media practices of community media arts.  
CACD organisations provide great examples of workshop based and artistic practices 
through drama and similar creative activities, but the audiences for those too are 
changing. This is why they are sites of great interest. In June 2009, The Australia 
Council for the Arts released its Arts Content for the Digital Era Strategy Paper, 
suggesting ways in which the arts can embrace and benefit from a now digitally 
orientated culture and potential new audiences. Some arts organisations are 
considering activities that converge with the community media field, such as those 
presented in chapter 5 of this thesis. In the Australia Council for the Arts 
Understanding Community Relevance paper (Williams & Jones, 2011), Diane 
Ragsdale (2009) suggests that “Organisations cannot be granted relevance in 
perpetuity based on their laurels. To exist, to thrive, in the 21st Century, arts 
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organisations need to be willing to adapt in order to attain, maintain, or regain, their 
relevance” (p. 1).  
Media practices in relation to evolving digitisation in the contemporary arts 
landscape are on the horizon, if not already explored by CACD organisations. 
Community relevance, particularly in relation to implementing arts content in a 
digital era, is also of value for addressing the digital divide and associated challenges 
arising from inequitable access to digital and online technology as a result of 
socioeconomic status, regional locations and digital literacy skills (Couldry, 2007; 
Warschauer, 2002, 2004, 2007, 2008). Providing such community media and arts 
organisations with the opportunities and resources to experiment and to promote 
social inclusion are reasonable policy directions. As further suggested by 
Warschauer (2007), access to technology does not necessarily guarantee social 
inclusion, organisations need to know best how to use it for the wider benefit of their 
communities. This thesis focuses on the learning that occurs in these organisations to 
best facilitate digital media technology. One of the things that CACD organisations 
appear to be learning is how to be both a community media and an arts organisation, 
as explored in this thesis.  
One of the Australia Council for the Arts (2009) strategies is to focus on arts content 
for the digital era in four key subject areas: 1) new audiences – to promote access to 
arts content; 2) new domains – that addresses evolving arts content and practice; 3) 
new outcomes – to link arts and commerce; and 4) new support – producing and 
preserving arts content. (pp. 1–3). The strategy is mindful of the potential impact of 
the Australian government's proposed National Broadband Network (NBN), an 
infrastructure project that aims to progressively extend Internet connectivity across 
the continent. The NBN is of great interest to regional arts organisations and their 
communities, promising to open up opportunities to facilitate creative expression in 
new media forms, such as Feral Arts, and providing an opportunity for such 
organisations to position themselves as brokers of digital arts practice to the wider 
community.  
Following a change of government and fiscal tightening, the capacity of CACD 
organisations to delve into these expectations of digital strategy has been constrained 
(see also chapter 1). When Creating Australia was established as the CACD 
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advocacy policy development agency in 2013, it noted the fragility of this sector 
arising from its project orientated funding. Creating Australia described CACD as 
"...the creation of art by or with people from the community for the purposes of 
growth, positive change, cultural expression and/or improved health and wellbeing 
for individuals and communities." (Creating Australia, 2014a).  
The CACD sector has a long history in Australia. Characteristically, CACD projects: 
• involve small or large groups that come together through their 
shared interests, similar characteristics or location;  
• are participatory in nature, which means that people meet in a 
workshop or forum environment to create art;  
• vary in length from a few weeks to a number of years;  
• happen inside or outside, in both formal and informal spaces. 
(Creating Australia, 2014b).  
The CACD sector has readily embraced the digital space for further dissemination of 
community-based stories (Kasat, 2013). Another key factor is the transformative 
nature of various arts practices (Kasat, 2013; Creating Australia, 2014a, 2014b). 
Creating Australia has since merged with the Cultural Development Network (CDN), 
as of January 2016 and will continue arts advocacy in Australia under this merger.  
In addition to this, the Australia Council for the Arts (2015) has suggested that the 
arts impact positively on public wellbeing, and therefore is a saving for the national 
economy. The Arts Nation report suggested savings of $66 billion as a result of 
increased happiness via the arts. Not only is the arts seen as transformative, but also 
of benefit to health and the economy (Australia Council for the Arts, 2015).  
Abby Scher (2007) explored, through cooperative inquiry with fellow arts 
practitioners, the sustaining power of the arts to create social change. Scher (2007) 
suggested several ways in which this occurred and included: how the arts create a 
safe space, and opportunities to slow down and reflect. Art heals and sustains, and 
can engage in community transformation, bring a spiritual practice and can be a 
disarming process for change (pp. 6–7). Madsen et al., (2015a) also noted the 
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potential and power that the arts have in collective learning, the transformation that 
can occur in traumatised communities, and the use of creative expression in 
restorative and healing processes (pp. 46–47). They found personal storytelling and 
related mediatisation in arts led projects can lead to community learning and healing. 
Such an example is presented as a case study in chapter 5 with the Afloat project and 
the Creative Recovery Network. 
Mediatisation of personal stories was pioneered in the community arts sector to 
amplify marginalised voices and tell stories from the community, although this is 
through a less typical take on what is traditionally perceived as ‘media’. In this sense, 
collaborative storytelling practice is not a new way of amplifying marginalised 
voices for social change or activism through creative expression in the CACD sector.  
For example, Verbatim Theatre emerged from 1960s alternative theatre in the 
community drama field (Makeham, 1998; Paget, 2010). This form of activist arts and 
documentary theatre that creates scripts from interviews with real people, projects 
these voices and amplifies them by dramatisation in a dramatic production. In 1991, 
Paul Makeham produced the controversial play Aftershocks, using scripts from the 
survivors of the 1989 Newcastle earthquake. Using a shared storytelling form, the 
telling of real stories reminds audiences that the play is not simply an artefact, but 
engages them as participants in an exchange, which then amplifies the play’s effect 
to contribute to social change (Makeham, 1998, p. 1).  As Makeham (1998) further 
describes, Aftershocks consisted entirely of interviews from those directly affected 
by the obliteration of the Newcastle Worker's Club, where nine people had died in 
the earthquake. Despite the interviews being mediated through various recording 
processes, the authenticity of the accounts remained very much intact. In this way, 
real stories from real people are delivered to those who may not have had first-hand 
experience of the earthquake or realised the extent of the journey of devastation that 
survival involved.  
Thus far, this chapter has explored the evolving nature of storytelling and related 
participatory arts practice, with a particular emphasis on community-based 
storytelling practice. This research is interested in how CACD organisations now 
incorporate digital media into their projects to achieve social change, and how they 
learn about co-creative and collaborative media to share stories from their 
communities. The final section of this chapter discusses Nico Carpentier’s (2011) 
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argument that organisations that facilitate participatory media practice, such as the 
co-creative media practice described in this thesis, can be described as varying 
models of participatory media.  
Participatory Media Organisations 
Nico Carpentier (2011) discusses the varying types of organisational structure in 
participatory media contexts, like that of community broadcasting organisations, and 
now those organisations in the CACD and cultural sectors, as they develop co-
creative media practice. Such media organisations "...are horizontally structured and 
facilitate audience access and participate within the frame of democratisation and 
multiplicity" (p. 221). These organisations broker technology to wider communities 
through participatory media practice via storytelling, as well as such stewardship 
required for their own learning, as explored in chapter 2.  
Participation is fundamental to social learning (Wenger, 1998, 2001, 2010, 2011). In 
this study, participation can be simply defined per its dictionary meaning, as it is also 
how Wenger (1998, p. 55) uses the word in a CoP context: "to have or take part with 
others in some activity, enterprise etc." While participation is also used in relation to 
participatory media practice, the root of this term participatory is still grounded in the 
simple dictionary definition of 'participation'. Carpentier's exploration of 
participation in media organisations, and the resultant experimentation in these 
contexts, also suggests social learning opportunities for all levels of participation, 
from volunteers to producers. Carpentier (2011, pp. 215–216) also notes that the 
organisational structure itself can impact on the level and type of participation and 
facilitation of media practice, adding, "as in many fields of the social, there is a wide 
variety of organisational structures, practices and cultures". Furthermore, these 
organisations and their related projects are usually part of other systems and sectors, 
making this concept of social learning of relevance to how facilitators in these 
organisations learn to tell stories from their respective communities, and the larger 
systems this work inhabits. 
Carpentier (2011, p. 225) suggests that there are four models of media organisations 
with varying degrees of participational structure. Carpentier's first model relates to 
organisations where participatory media production is intrinsic to the organisation, in 
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which the participants organise their own participation. Examples of this first model 
include community and alternative radio stations, such as those that will be discussed 
in the case studies in chapters 6 and 7.  
The second model, Carpentier (2011, p. 225) argues, aims to involve others, who are 
usually non-members of the organisation, to participate in media production within 
the organisation. Because of the different (power) positions of the organisation (and 
its members) and the actual producers, the level of participation within the 
organisation is reduced. In some cases, this level of participation is still considerable, 
as examples from the sector of (the less radical) community media illustrate. These 
media organisations are often oriented towards facilitating the participation of 
members of a particular community, where these members remain relatively separate 
from the actual organisation. A prime example of this is the Center for Digital 
Storytelling, which supports the participants’ creation of narrative.  
Carpentier's (2011) third and fourth models describe the locality of production as 
detached from the organisation. The third model is the organisations that provide 
access to participation. Such an example could include the public library or 
communal public spaces providing public access wifi. However, the library sector is 
now embarking on workshop-based activities to further engage community 
participation as the information landscape evolves. This is discussed in chapter 7. 
The type of organisation presented by the fourth model provides primarily exclusive 
access to the Internet, with limited facilitation. These examples include those that are 
also characterised as 'user generated content' (UGC) and popular examples include 
YouTube (Burgess & Green, 2013), Facebook, Twitter, and blogging platforms (e.g., 
Wordpress). It can also include citizen journalism. However, as illustrated later in 
this study in Chapter 7, this type of media practice is open for debate in regard to 
how it is defined and practiced in real world settings.  
As Carpentier (2011) suggests that "participatory media organisations vary and that 
they play a significant role in providing a voice to social actors, although there are 
varying degrees in which participants can (co)-decide on content production, and its 
management (structural participation)" (p. 225). Furthermore, given the place of the 
participatory media programs in diverse sectors, they are also a part of other 
networks and systems, such as the CACD sector, the community broadcasting sector, 
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the public service media sector and the cultural sector. Wenger-Trayner (2015, p. 5) 
as Wenger is now known, noted in the most recent update of his work, with Beverly 
Wenger-Trayner that,  
…in the civic domain, there is an emergent interest in building 
communities among practitioners. In the non-profit world, for instance, 
foundations are recognising that philanthropy needs to focus on learning 
systems in order to fully leverage funded projects. But practitioners are 
seeking peer-to-peer connections and learning opportunities with or 
without the support of institutions.  
Wenger-Trayner's social theory of learning aligns to such participatory media 
organisational contexts, as they are in the not-for-profit sector, like those illustrated 
in this thesis. These organisations facilitate learning via storytelling media practice 
through collaboration of diverse expertise, and in project based funding 
environments, as discussed in chapter 1. Social learning is important, as it drives how 
these organisations respond to a change in the needs of their participants and their 
local communities. Participation itself exists in varying degrees in CoPs. Newcomers 
and old timers move between competence and expertise, and CoPs work best with a 
diversity of skills, experience and competence (Wenger, 1998, 2000, 2010). This 
introduces the concept of a storytelling and a social learning system as discussed 
below. 
Storytelling and a Social Learning System   
As will be seen with the case studies in this thesis, social learning with co-creative 
media storytelling occurs at three distinct layers. Wenger (2010, p. 1) suggests that 
the concept of CoP is well aligned with that of the systems tradition and can be 
viewed as a simple social system. It can also be seen as a complex social system as 
constituted by interrelated CoPs. At the first layer of this system is the storyteller, an 
individual who engages with a facilitator to tell their story in a scaffolding or 
constructivist process of learning (Hung, 1999; Hung, 2001; Vygotsky, 1978 see 
chapter 2) or, as Alexander (2011) observes, "constructivist learning appears most 
clearly during the process of making a story, which is, on several levels the process 
of making meaningful learning" (p. 218). At the second layer, a facilitator is engaged 
   
page 75 
with an organisation and, in turn, learns from and with that organisation by way of 
fulfilling the mission and purpose of the organisation in question. The third layer is 
how the organisation appeals to particular publics to educate others with stories from 
their communities via spreadable media online and on broadcast platforms. It could 
also be described as learning that happens at a micro (storyteller to facilitator), meso 
(facilitator to organisation/project) and at a macro level, (organisation/project to the 
wider community, sector or relevant listening publics).  
In storytelling organisations, like those explored in this thesis, there is movement 
between tacit and explicit knowledge as it evolves through informing and 
formulating guided practice. "Classifying knowledge as explicit or tacit runs into 
difficulties, however, because both aspects are always present in some degree" 
(Wenger, 1998, p. 69) and in the contexts of informal and formal learning 
intersections in the case studies presented in this thesis "classifying knowledge then 
becomes a matter of deciding what counts as explicit, and that depends on the 
enterprise we are involved in" (Wenger, 1998, p. 69).  
People now learn from the media through new media affordances, and the conceptual 
framework of social learning presented in chapter 2 provides an opportunity to 
investigate how this social learning occurs and impacts, not only on the community 
organisations themselves, but also those outside these communities. As Snyder and 
Wenger (2010) suggest: 
As learning gives rise to a multiplicity of interrelated practices, it shapes 
the human world as a complex landscape of practices. Each community is 
engaged in the production of its own practice – in relation to the whole 
system, of course, but also through its own local negotiation of meaning. 
(p. 4)  
Of most interest to this study is how social learning theory can be used to deepen 
understanding of the system of networks formed by and with these storytelling 
organisations, as a way of sharing and distributing knowledge. “Reification can refer 
to both a process and its product” (Wenger, 1998, p. 60). Reification is creating 
objects and artefacts from participation in practice, such as forms, documents, and 
procedures. In the examples presented in this thesis, storytelling is both a tool and an 
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outcome of project practice that has produced sustainable practice processes and has 
been co-created in facilitated contexts.  
This study sits at a meso level of learning, with a focus primarily on the facilitators 
and coordinators of storytelling projects in these community media and arts sectors, 
and the larger systems or sectors from which these projects arise. The storytelling 
projects explored in this thesis are via facilitated practice. Thus, "alive communities, 
whether planned or spontaneous, have a 'coordinator' who organizes events and 
connects community members. But others in the community also take on leadership 
roles" (Wenger et al., 2002, p. 55). As Wenger further notes, the CoP "has now 
become the foundation of a perspective on knowing and learning that informs efforts 
to create learning systems in various sectors and at various levels of scale, from local 
communities, to single organisations, partnerships, cities, regions, and the entire 
world" (2006, p. 6).   
Chapter Conclusion 
This chapter presented a context and a history for co-creative media practice and 
storytelling. It considered a background to these practices and their origins in 
community arts practice. This chapter also discussed the adaptation of personal and 
bottom up storytelling for achieving personal and social change. In addition, this 
chapter explored the convergent interests of community media, arts and cultural 
development organisations in the use of digital media to maintain and pursue social 
change agendas, social inclusion, participation, activism and the articulation of voice 
from marginalised groups. This chapter also introduced the concept of a social 
learning system that will be further discussed in chapter 4.  
Touching on the concepts of publics, this chapter addressed questions of critical 
listening to these stories, the communities that these projects attract and engage, and 
the possible anxieties that may be related with the amplification of personal stories. 
The consideration of community media and arts lays the foundations for thinking 
about how organisations themselves can learn to facilitate co-creative media 
practices and how this is achieved through social learning. Based on this literature 
review, the next chapter provides a setting out of the proposed research study with 
three distinct case studies selected from a diverse group of local community media, 
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CACD and cultural organisations, with community broadcasting partnerships. It 
explains how and why each case study was chosen and the methods aimed at 




   
page 78 
Chapter 4 - Research Design 
Introduction 
Chapters 2 and 3 provided the conceptual and contextual framework for this thesis. 
This chapter builds upon these foundations and draws on CoPs theory to argue that 
co-creative media activities, such as digital storytelling, are evidence of a larger 
social learning system located at the intersection of community media and arts 
networks. This chapter addresses the overarching question of this thesis (how do 
community-based media, arts and cultural organisations learn to facilitate storytelling 
as a co-creative media practice?) through a consideration of the following three sub-
questions:  
A)  How do community media and arts organisations develop project 
practice through social learning in order to maintain and develop current 
knowledge in an evolving media landscape? 
B) How do the participants in these co-creative media projects contribute 
to the project and organisational level learning? 
C)  How does the experimental and social nature of community media 
and arts organisations and their programs of community engagement 
influence how they learn? 
 This chapter focuses on the research design used in order to answer these questions 
by firstly addressing the influence of the constructivist research paradigm on this 
research, and on the theoretical underpinnings of a social learning system. Secondly, 
the research methods used are discussed – notably, the case study method and the 
selection of cases, the use of other data sources, and interviews. Thirdly, the method 
of data analysis is discussed, leading into the first case study in chapter 5.      
Research Paradigm  
The understanding of storytelling and learning as a social process used here has its 
roots in constructivist learning theory. As explained in chapter 2, constructivism as a 
theory of learning is heavily influenced by Vygotsky (1978, 1986) who suggests that 
knowledge is a social and active process. The implications of the constructivist 
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paradigm as a research methodology have been succinctly summarised by Mackenzie 
and Knipe (2006) in the following terms:  
Interpretivist/constructivist approaches to research have the intention of 
understanding "the world of human experience" (Cohen & Manion, 1994, 
p. 36), suggesting that "reality is socially constructed" (Mertens, 2005, p. 
12). The interpretivist/constructivist researcher tends to rely upon the 
"participants' views of the situation being studied" (Creswell, 2003, p. 8) 
and recognises the impact on the research of their own background and 
experiences. Constructivists do not generally begin with a theory (as with 
post positivists) rather they "generate or inductively develop a theory or 
pattern of meanings" (Creswell, 2003, p. 9) throughout the research 
process (p. 3).   
The design of this research is informed by a constructivist paradigm. Like 
storytelling, the constructivist paradigm is largely inductive (Beinhocker, 2007; 
Crotty, 1998; Hartley, 2013). Case study is also a form of storytelling (Yin, 2003), 
and thus lends itself to the constructivist paradigm, providing an opportunity to 
explore the meta-narrative of social learning. I will discuss the case study method 
later in this chapter.   
Creswell (2014, p. 8) notes that social constructivists seek to understand the world in 
which they live and work. Thus, the learning that occurs in the storytelling projects 
considered in this thesis is explored in situ, in order to understand the processes of 
interaction between individuals and the organisational contexts in which facilitators 
learn about co-creative media practice (Creswell, 2014). As summarised by Crotty 
(1998) and cited in Creswell (2014, pp. 8–9), there are three underlying assumptions 
of constructivism: first, that human beings construct meaning as they engage in the 
world they are interpreting; second, because humans engage with the world to make 
sense of it based on their own social and historical perspectives, qualitative 
researchers need to understand the social learning that occurs in context and through 
direct experience, for example, by visiting the environment or setting and gathering 
information personally; third, meaning is socially produced and arises out in 
interaction with the human community.  
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My position as a social constructivist in this research study connects to the wider 
research theory of CoPs, as discussed in chapter 2, as I am brokering my own 
learning as a researcher between the community organisations under study as 
examples of practice to the research community (Wenger et al., 2009, p. 9).  
This thesis explores how these facilitators learn to facilitate storytelling in an 
organisational context, and where this learning sits in relation to a larger system, as 
illustrated in Figure 2 and previously outlined at the end of chapter 3.  
 
Figure 2: Storytelling and a Social Learning System 
Figure 2 represents the social learning system of the storytelling projects considered 
in this thesis as a series of layers of social interaction. Individual storytellers or 
project participants occupy the central or micro level (1) in this model, with 
facilitators, community arts and media organisations, and wider publics making up 
successive meso and macro levels (2 and 3) of the system. As discussed in chapter 3, 
Listening Publics







1 Learning (micro level)
2 Learning (meso level)
3 Learning (macro level)
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significant research has already been undertaken by other researchers that has 
focused on the learning that occurs in the micro level of this social learning system, 
between storytellers and facilitators. Learning at this level is not explored in this 
thesis. Nor is learning at the macro level explored. How learning occurs at the macro 
social level, between organisations, wider institutions, and broader listening publics 
demands a scale of research that is beyond the scope and resource base of this study.  
Nonetheless, there is some exploration of the macro layer of this social learning 
system, as facilitators and their organisations participate in multi-party collaborations 
(Bouwen & Taillieu, 2004).  Multi-party collaborations are CoPs on a wider sector or 
organisational level, and reveal interesting insights into how sector-wide 
(institutional) learning occurs. I will elaborate further on this in the first case study in 
chapter 5. In the main, however, this research focuses on the meso level of learning, 
between facilitators and organisations.  
Case Study 
Case studies are associated with ethnographic research, but do not require the long-
term investment of true ethnography to observe and research the phenomena under 
investigation (Stake, 1995). Recent studies on community media organisational 
practices, such as Youthworx (Podakalicka & Campbell, 2010) and The Life of SYN 
(Rennie, 2011) presented in chapter 3 of this thesis, used long-term ethnographic 
research. However, this was not practical for the timeline of this PhD program. 
Rather, I have investigated three smaller cases to describe how community arts and 
media facilitators and organisations learn about co-creative media practices. Creswell 
(2008) suggests that case studies are an appropriate way to inform descriptions of the 
activities of a group, as distinct from shared patterns of individual behaviour. It is an 
in-depth method for exploration of bounded systems, where the system is bounded 
for research purposes by way of activity, event or process and is based on wide-
ranging data collection. This study focuses on the activities of learning in the 
community media, arts and cultural development sector and how such community 
organisations have learnt, or are learning about, facilitation of co-creative media 
practices for storytelling, and the challenges and opportunities that this practice 
presents to their organisation and wider communities.  
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A qualitative approach was chosen for this study because, as Creswell (2008) 
suggests, this provides "a means for exploring and understanding the meaning 
individuals or groups ascribe to a social or human problem" (p. 4). The case study 
method is a qualitative approach that is a useful way to explore real life situations 
and contexts, like the examples in this thesis. In recent years, case study has been 
employed as an effective method to explore and investigate digital storytelling and 
related co-creative media practice and learning that occurs in situ (Alexandra, 2008; 
Burgess, 2006; Hull & Katz, 2006; Mackay, 2013, 2015; Simsek, 2012; Smeda, 
2014; Vivienne & Burgess, 2012). Qualitative data collection tools were used to 
develop case studies and included interviews, observation, document reviews, and 
visual data analysis (Mackenzie & Knipe, 2006, p. 5). Creswell (2013) notes that:  
Case study research is a qualitative approach in which the investigator 
explores a contemporary, real life, bounded system (a case) or multiple 
bounded systems (cases) over time, through detailed, in depth data 
collection involving multiple sources of information (e.g., observations, 
interviews, audiovisual material, and documents and reports), and reports 
a case description and case themes. (p. 97)  
A single case may have been appropriate for this study, but a multiple case study 
method was considered superior, as the research relates to an issue (e.g., how 
organisations and their facilitators and coordinators learn about co-creative media 
practices) rather than a unique event (Stake, 1995). Furthermore, as co-creative 
media practices are diverse, a multiple case study allowed me to compare, but also 
contrast, how different organisations learn to facilitate community engagement 
through storytelling, so that findings could be thematically organised and 
communicated and, in turn, contribute to the social learning of research participants 
or other similar organisations or projects seeking to explore similar activities with 
their local communities. As already noted, a case study is, in itself, a form of 
storytelling (Yin, 2003) about a particular bounded system. Kohlbacher (2005) 
suggests that case study research is growing in organisational studies, and is being 
used with increasing confidence to become a rigorous research strategy in its own 
right. Jean Hartley (2004) argues that a case study consists of a detailed collection of 
data over a period of time within context. It is not isolated, but rather the aim is to 
understand how behaviour or processes are influenced by context (p. 323). Case 
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study is a practical way to explore social learning in an authentic context, as learning 
occurs in situ in community organisations.  
Selection of Cases  
Three cases of co-creative media practice were developed for this research: the 
Creative Recovery Network (incorporating Afloat); All The Best; and CitizenJ.  A 
brief summary of each of these cases is provided later in this chapter, then they are 
analysed in relation to the research questions and findings in subsequent chapters. 
All three cases presented in this thesis demonstrate the diverse ways that 
organisations use co-creative media practices to tell stories from their communities. 
Additionally, these cases illustrate the importance and use of technology stewardship 
(Wenger et al., 2009) in their CoPs, both for their own learning purposes, and as 
means of brokering participation in the communities that they service to provide 
skills, or contribute towards community connectedness or capacity building. The 
cases illustrate how co-creative media practice is used to engage communities in 
storytelling projects in different parts of the community arts and media field; the 
CACD sector, community broadcasting, and the cultural or GLAM sector. These 
case studies also point to interactions with another important institution of cultural 
policy in the larger social learning system from which they are drawn – public 
service media. These interactions take the form of collaborations and formal and 
informal networks, as well as movement of personnel through these sectors. Each 
case focuses on the social learning that occurs at the meso level, and the second layer 
of the social learning system described in Figure 2. CoPs emerge in these case 
studies as important mechanisms of learning in this social learning system, a finding 
that is consistent with social learning theory. Each case seeks to illustrate a different 
story of learning with and about co-creative media practices in these diverse 
community and public service organisations. Cumulatively, the cases showcase the 
adaptability and novelty generated by this system in the pursuit of creative solutions 
to learning problems, achieved through stimulating CoPs. 
Cases were selected for opportunistic reasons. They were in progress during the 
timeframe of this research and could be accessed by the researcher. They also met 
other important selection criteria. They were explicitly concerned with the co-
creation of stories with largely volunteer storytellers, and these outputs were 
   
page 84 
disseminated to publics on diverse platforms, including online and radio. The cases 
encompassed all layers of social learning system described in Figure 2. The case 
studies provided opportunities to generate insights into how, and for what purposes, 
community arts and media organisations exist and why, despite an apparently 
difficult public policy context, there appears to have been a growth in such 
organisations and participation based storytelling (Carpentier, 2011; Edmond, 2013; 
Lindgren & McHugh, 2013; Meadows & Kidd, 2009; Meadows et al., 2007; Rennie, 
2011, 2013; Shea, 2013, 2014; Spurgeon, 2013; Woodrow et al., 2015). The cases 
also show the necessity for efficient learning in order to maximise the value of 
limited resources, as well as the purposes for which co-creative storytelling 
initiatives have been embraced, and how they are valued in local communities.  
As discussed in chapter 1, sustainability and momentum are issues in these sectors, 
as many of these co-creative media programs are project based, and these 
organisations are often at the mercy of grant based funding. Consequently, the nature 
of learning in the delivery of programs to the communities these projects and 
organisations service, and the projects that they undertake, are not necessarily long-
term. Such funding issues present power issues in otherwise equitable participatory 
learning (Wenger, 2011).   
 A range of data was collected across several field sites, and I provide specific detail 
of each case study’s data collection later in this chapter. In the following section, the 
type of data collected is described.  
Project Participants 
Key representatives from each of the community arts and media organisations and/or 
related co-creative media storytelling projects that form the basis of case studies, 
participated in this research. Prospective participants were generally known to me or 
the chief investigators in the ARC/Linkage Project, "Community Uses of Co-creative 
Media: Digital storytelling and Co-creative Media: The role of community arts and 
media in propagating and coordinating population-wide creative practice" (LP: 
LP110100127) (Spurgeon et al., 2015; Woodrow et al., 2015). Prospective 
participants were initially approached via an email request with applicable 
participant information and consent forms, and this became a snowballing sampling 
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process, as each of the case studies were also multi-party collaborations (Bouwen & 
Taillieu, 2004, p. 137) that involved multiple stakeholders, organisations, facilitators, 
and a complex network of organisational and participant associations. Some of these 
participants also referred me to other relevant practitioners involved in their projects. 
A total of 15 participants were recruited to this study (see appendix 1). Participants 
could choose to be identified or anonymous. Participant consent included 
observation of the applicable co-creative media project in action.2 
Interviews 
Yin (2003) and Creswell (2014) identify in-depth interviews as the most important 
data collection instrument for the case study method because they are the source of 
evidence about human affairs (Yin, 2003). Interviews were used in this research to 
solicit perspectives on co-creative media practice and to build an understanding of 
how participants and their organisations learn, or have learnt, about this kind of 
participatory media practice. All 15 participants were interviewed. Interviews were 
between 40-60 minutes long and were a combination of face-to-face, telephone and 
Skype interviews. This was because many interviewees were located in 
geographically diverse locations from regional Queensland, to Sydney, New South 
Wales. 
Although the number of interviews undertaken for this research study was small, this 
does not diminish the significance of the results. In-depth interviews with small 
numbers of participants can provide important insights into the larger social context, 
particularly in media organisations (Flyvbjerg, 2011; Weerakkoddy, 2009). The 
interview is a research tool that allows representatives of these organisations "...to 
tell their own story in their own words and in their own way" (Tacchi, Slater & 
Hearn, 2003, p. 61). Lindgren and McHugh's (2013) study on radio producers and 
the influence of American radio storytelling programs involved only three 
interviewees. As with my study, Lindgren and McHugh found that a small sample 
"does not weaken the results for a scoping study highlighting emerging trends in 
radio documentary forms, as the participants are significant figures in the 
                                                
2 In accordance with QUT Ethics requirements (research approval number 1300000346).   
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international field and have influential and decision-making roles as executive 
producer and director in their respective organisations" (p. 103).  Like Lindgren and 
McHugh’s study, my interviewees were significant representatives in the 
organisations and sectors of which they are a part, and included significant 
producers, managers and coordinators of the projects discussed, who were involved 
in decision making in relation to the case studies.  
Interviews provided insights from those directly involved as to why their 
organisation or program had chosen to use co-creative media practices and what 
they, as producers, managers and executive directors, have learnt about co-creative 
media practices in the process. This provided rich in-depth data from people of 
influence involved in the production and management of these co-creative media 
projects. I also interviewed the project director and a project facilitator involved in 
the coordination and facilitation of ABC Open. Although these interviews were 
indirectly related to the case studies developed in this thesis, they provided important 
insights into the co-creative media practices of this public service media initiative 
and its important role in the social learning system that this thesis seeks to 
understand.  
Creswell (2014) suggests that interview questions are best when they are open-
ended, and that it is also best to develop an interview protocol. Interviews for this 
study were semi-structured and questions revolved around key themes. The interview 
protocol developed for this study is located in appendix 2. The interview protocol 
provided guiding and indicative questions that ensured consistency across all cases, 
even if diverse (Yin, 2014). It must be noted that, as interviews became more 
conversational, interviewees tended to address questions without prompting, and 
provided the sort of information that the researcher was seeking as if they had been 
responding to direct questions.   
Observation 
Another key tool for collecting data in the case study method is that of observation. 
Creswell  (2014) identifies four different types of researcher orientation to 
observation: 1) complete participant, 2) participant as observer, 3) non-participant 
observer and 4) complete observer. The researcher is a complete participant when 
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she is fully involved and engaged with the people at the site that they are observing. 
When the researcher is engaged in activity at the related field site, she participates as 
an observer. As a non-participant observer the researcher relates to the site as an 
outsider and observes and takes notes at a distance. And lastly when the researcher is 
neither seen nor heard at the site, she is a complete observer (Creswell, 2014, pp. 
166–167). Yin  (2014) suggests a similar concept to participant as observer, with 
'participant-observation'. Participant-observation "is a special mode of observation in 
which you are not merely a passive observer. Instead, you may actually participate in 
the actions being studied" (p. 115). My role in relation to these case studies moved 
between Creswell’s concept of participant as observer and Yin's concept of 
'participant-observer'. I moved between observation and some participation, 
depending on the activity I was observing in action.  
My observations included workshops, conferences, forums, and desk based research 
with online community websites. This provided a holistic context in order to explore 
how case study projects and associated organisations related to the larger research 
questions and provided a rich context to the main interview data. Skuse, Fildes, 
Tacchi, Martin and Baulch (2007) suggest that observation is ideal for capturing the 
ways in which communities share and capture meanings. When an observation is 
sustained, it gives the researcher details of the range of relationships that constitute 
context. Observation is beneficial for exploring communicative ecologies or systems, 
likes the ones explored in this research study.  
Artefacts, documents and other materials 
The case study method also allows for triangulation of data with other documents 
and artefacts (Yin, 2014; Creswell, 2014). According to Yin (2003), there are six 
sources of evidence for case studies: interviews, artefacts, direct and participant-
observations, archival records, and documents. In my research study, documents 
consulted include annual reports, project pilot and final reports that are publicly 
available from each project or organisation, research papers produced on behalf of or 
with the project or organisations, public websites at both organisational and sector 
level, and social media activity.  They also include co-creative media outputs from 
case study projects – for example, digital stories that have been broadcast, distributed 
or otherwise published. Like the interviews, these information sources provided rich 
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material for the exploration of social learning in the case study settings. A summary 
of each case study, and the data collected at each field site, follows.  
Data Collection at Case Study Field Sites 
The first case study I present in chapter 5 focuses on a multi-party collaboration in 
the CACD sector that was explicitly concerned with organisational learning about 
how post-disaster communities might employ and benefit from ‘creative recovery’ 
strategies. The project followed a spate of natural disasters in Central Queensland, 
Australia, between 2011 and 2014.  The Creative Recovery Network (CRN) was 
supported by an online platform that was developed by CACD organisation Feral 
Arts as a repository of learning, as well as a way to disseminate learning to local 
communities and practitioners seeking to learn from experience. It is argued in 
chapter 5 that the CRN was, in effect, a social learning system that provided online 
technology stewardship in support of a distributed CoP, comprising participating 
CACD, and health and social services practitioners and their organisations. In order 
to capture the depth of social learning that was supported by the CRN, a nested case 
study of a specific CRN digital storytelling project, known as Afloat, was also 
undertaken.  
Data collection involved in-depth interviews with seven practitioners (see appendix 
1). These practitioners were involved in Afloat and the larger CRN. They occupied 
the decision-making roles of project manager, project coordinators, creative 
producers, and health and social services professionals. Three interviews were 
undertaken face-to-face, and the remaining four were undertaken by phone, due to 
the diverse geographic locations of interviewees throughout regional Queensland. In 
addition to these interviews, I attended and observed the Articulate Regional Arts 
Summit in Rockhampton, Central Queensland, in August 2013. I was also invited by 
project coordinators to observe and participate in the Creative Recovery Network 
Forum in Bundaberg, Central Queensland, run by the three main organisations 
involved in this creative recovery initiative in a coordinating capacity. In addition to 
these observations, I undertook desk based research and observed the CRN online 
platform, hosted by Feral Arts on their Placestories website. I triangulated data with 
project outcomes in desk based research that included the Afloat Final Report 
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(Creative Regions, 2014), the CRN Pilot Report (Fisher, 2012) and further evaluated 
research publications produced with or about the Afloat project, and the larger CRN.  
The second case study, presented in chapter 6, foregrounds the centrality of CoPs in 
radio storytelling in the community broadcasting sector. It focuses on two specific, 
related initiatives. All The Best (ATB) started out as a weekly program on a sub-
metropolitan community radio station and, at the time of this research, has grown 
into a national program sustained by a number of localised CoPs located around 
Australia. All The Best’s reputation for innovation is also considered by its 
involvement in Radio With Pictures, a live storytelling event and digital radio 
experiment that took place within the Graphic Festival in Sydney, Australia, in 2012. 
For this case study, I conducted in-depth interviews with four producers in total. I 
interviewed an ATB producer at the 2013 Community Broadcasting Association’s 
(CBAA) annual national conference in Sydney, and a Radio With Pictures co-creator 
and producer. Another ATB producer was interviewed via phone and a third by 
Skype, due to the interstate location of the interviewee at the time. In addition to 
these interviews, I collected data from published transcripts from the Co-Creative 
Communities Forum that was held in Melbourne on the 8th November, 20123. 
Further observation occurred when I attended the 2013 CBAA national conference to 
gauge the national context of learning activities in this sector, and at the Walkley 
Foundation’s ‘Storyology’ conference held in Sydney on August 6-9th, 2013 (which 
also tied in with my third case study). I also attended a ‘welcome meeting’ for All 
The Best participants at their Brisbane, Queensland launch in late 2014. Data was 
collected from desk based research and triangulated with publications, websites and 
social media produced about or on behalf of ATB and Radio With Pictures, and from 
the content of ATB and Radio With Pictures programs themselves.  
My third and final case study is presented in chapter 7. This case study examines the 
role of social learning in a public culture experiment with citizen journalism and 
community-based storytelling. The CitizenJ project was hosted by the State Library 
of Queensland (SLQ) and had partnerships with local community radio stations. I 
                                                
3 See Digital Storytelling at QUT:  
http://digitalstorytelling.ci.qut.edu.au/index.php/event/co_creative_communities_storytelling_futures_
for_community_arts_and_media 
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undertook two in-depth face-to-face interviews with the newsroom coordinator and a 
project facilitator, who was also involved in the community broadcasting sector. I 
had the opportunity to join the newsroom coordinator on several field excursions and 
workshops to observe CitizenJ in action. These excursions related to significant 
events that CitizenJ covered, and included the 2013 Brisbane Pride Day, the 2013 
Brisbane Writers Festival, the 2013 Pacific Unity Festival and the 2014 International 
Science Communicators Conference. I regularly visited the CitizenJ newsroom 
located at the SLQ’s Digital Cultural Centre, The Edge, and I also observed and 
participated in a longer, six-day intensive workshop held in November 2013. The 
data generated from these workshop observations provided a further context for 
interview data, and for the learning that occurred in situ in these activities. Desk 
based research involved observation of the project’s social media, public websites, 
reports and related publications.  
Data Analysis  
Data analysis followed Creswell’s qualitative analysis procedure, although this was, 
as Creswell (2014) suggests, more of an iterative process than a linear one. This was 
particularly so, as the case studies occurred over different and overlapping periods of 
time. At times, the case study projects were running parallel to each other, but at 
different stages of development, which made the data collection processes long and, 
at times, complicated. Raw data collected from interviews, observation, websites, 
social media and research papers, as described in the data collection section above, 
was then organised and prepared for close reading. This included transcribing 
interviews. Data was then coded for the purpose of uncovering and developing 
themes and a description of each case. I then interpreted these results. In this process, 
the accuracy of the information and the data was validated through triangulating 
information from different sources.   
Interviews were coded in line with Renata Tesch’s (1990) coding process. I read 
through all transcriptions to get a sense of the whole or bigger picture, and then 
selected individual interviews to seek any underlying meanings. I wrote my thoughts 
down by hand in the margins of the transcript as I read. I then listed all topics and 
clustered these together. For example, ‘collaboration’ emerged as a strong topic. 
With a cluster of topics listed, I returned to the interview data, and abbreviated the 
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topics as codes. I employed the software analysis tool Nvivo to colour code and 
cluster topics. This approach to coding also provided a way for topics to emerge 
from the data. Descriptive wording and topics were developed into categories, before 
I then abbreviated each category. Finally, I assembled data and, where applicable, 
recoded.  
This interview data was triangulated with the artefacts, documents, annual reports, 
project pilot reports and final reports that are publicly available from each project or 
organisation, as discussed above (Yin, 2003).  The case studies proved complex, due 
to the evolving and ad hoc networks of social learning observed, and data analysis 
was a slow, iterative process. Furthermore, the themes and concepts that emerged 
from these cases were intertwined, and sat in both the narrow context of the specific 
case studies and the broader context of the larger social learning described in Figure 
2 (Kohlbacher, 2005).  
Limitations of the Study 
Although this study aims to produce insights into how organisations facilitate 
storytelling with social learning, there are some limitations to the research. This 
research was a small-scale study that involved the exploration of ad hoc and evolving 
case studies. Therefore, my focus was on the facilitators of these projects and the 
previously neglected meso level of the social learning system described in Figure 2. 
To focus on storyteller participants in the case studies would have required additional 
ethical considerations and time (for example, the young children and/or parents 
involved in digital storytelling activities in the CRN/Afloat case study that is 
reported in chapter 5). For these reasons, this study is limited to three case studies in 
the CACD, community media and cultural sectors, and is primarily focused on the 
practitioners who managed and coordinated the co-creative media projects 
considered in the case studies.  
Chapter Conclusion 
Case study as a research method was well suited to this research, as it was concerned 
with real life learning situations in project-based contexts. It was a particularly useful 
method for exploring such rich and complex social situations, and illustrating the key 
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mechanisms of social learning in the process of facilitating co-creative media 
projects. The case study method provided a bounded system in which to observe 
such learning over the duration of a PhD study. The multiple, or collective case study 
method chosen also provided the opportunity to explore rich data in a variety of 
contexts and to both compare and contrast social learning experiences in order to 
answer the central research question and sub-questions.   
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Chapter 5 - Learning About Post-disaster Recovery Through Multi-party 
Collaboration in the CACD Sector 
In our definition of social learning we want to include also the social 
organisational learning that takes place at the systemic or cultural level 
during joint practices and experiences when stakeholders meet in 
common actions and conversations on different levels of activity. 
(Bouwen & Taillieu, 2004, p. 137)   
Introduction 
In the previous chapter, the research design and approach to the three key case 
studies were discussed. In this chapter, social learning in the first of these three case 
studies, the Creative Recovery Network (CRN), is explored. The CRN is a large 
CACD initiative through which applied knowledge of arts recovery has been 
developed and networked through project based engagement with disaster-affected 
communities. A variety of arts practices are used in these activities, including digital 
storytelling. The digital storytelling project explored within the larger CRN case 
study is one of several participatory arts activities in a project called Afloat. The 
inclusion of Afloat in this case study illustrates the opportunities the CRN supports, 
and the challenges for social learning at the levels of participants, project facilitators, 
community networks, organisations and wider society.  
The case study is informed by interviews with seven participants (see appendix 1) 
who were involved in the CRN and Afloat as project managers and facilitators, in 
addition to reports and observational data. This case study foregrounds the 
complexity of social learning in a large "multi-party collaboration" that involves 
multiple stakeholders, such as the CRN (Bouwen & Taillieu, 2004, p. 137). I 
consider the learning that takes place, not only at a project or meso level, but also at 
a wider systemic or macro level, between multiple stakeholders in the CACD, 
education, and health and social services sectors. For example, the CRN provides the 
opportunity for practitioners in the CACD sector to actively disseminate the learning 
in projects such as Afloat to other practitioners and to a wider community, in this 
instance, with an online resource. I show how learning in this initiative is largely 
informal, fluid, reflective and assumes a problem solving orientation. Before 
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discussing the data analysis, I will provide some background information about the 
CRN and its participating organisations. This helps to explain how practitioners learn 
to facilitate recovery based storytelling practice in this collaborative context, and 
how such learning contributes towards community capacity and identity building, 
and wider community learning. Storytelling is also explored as a tool for capacity 
building and community wide learning in the field of natural disaster recovery 
practice. It is a complex case study, as social learning is observed at two levels of 
facilitation: the sector level (CACD) and the project level (Afloat).  
Background 
The CRN is a knowledge sharing network for arts led recovery projects undertaken 
by organisations in the CACD sector. The CRN is part of the Creative Recovery 
Building Resilience Initiative, originally funded by Arts Queensland (an Australian 
state government body in arts and culture funding) and the Australia Council for the 
Arts (a federal government arts funding body). Established in 2011 as a response to 
natural disasters in Australia, including cyclones and floods throughout Queensland 
in 2010-2011 and 2013, the CRN is one of the larger collaborative initiatives 
undertaken in the CACD sector during this period. The purpose of the CRN is to 
support distributed peer learning between arts practitioners, local councils and 
residents of affected communities, and to develop an online repository of materials 
for ongoing use by individuals and organisations that need to rapidly develop skills 
and knowledge in arts led recovery. Storytelling is used at this level of the CRN as a 
knowledge transfer method for communicating best practice knowledge online to aid 
further learning about working with arts based recovery practices in the wider CACD 
sector. The CRN illustrates the link between storytelling as a form of knowledge 
attainment and social learning as the mode of knowledge transfer and acquisition.   
Storytelling methods are also used by participating CACD organisations in the CRN 
in their arts recovery work with communities. As discussed in previous chapters, 
most research has focused on what community-based participants learn about 
themselves and their relationship to others and the world through storytelling. This 
case study looks to this level of activity in the CRN to consider how community and 
digital media facilitators incorporate learning about digital storytelling techniques 
into their practice and how, in the context of the CRN, this new knowledge is made 
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available to other practitioners and potential users. Afloat shows how the process of 
social learning strengthens digital storytelling practice and, in the process, 
contributes to a shared community narrative of recovery. The CRN and the 
participating projects suggest that the value of creative recovery practice knowledge 
is not limited to the CACD sector, as projects such as Afloat involve multiple 
collaborations with the education, health and social services sectors. Additionally, 
storytelling about storytelling, is a means in which new knowledge of arts recovery is 
created and made available via the CRN, and suggests potential for further learning 
about creative arts recovery practice beyond the CACD sector.  In effect, the CRN 
functions as an emerging CoP in creative recovery work, and storytelling is both a 
creative recovery practice and a means to disseminate new knowledge.  
The CRN comprises CACD organisations contracted by Arts Queensland to deliver 
arts recovery programs to regional areas affected by a spate of natural disasters over 
the summer of 2010-2011. It was initially established as the Creative Resilience 
Alliance with funding made available to Arts Queensland by the Australia Council 
for the Arts for the purpose of running a multi-site Creative Recovery pilot project 
over a 16-month period. The federal funding support was initiated by the then Chair 
of the Australia Council, at a time when Arts Queensland was in the process of 
developing a proposal for an arts led recovery project (Fisher, 2012). Following the 
initial pilot, the Creative Recovery – Building Resilience Initiative and the Creative 
Recovery Network were developed and funded in the 2013 iteration of arts recovery 
activity.  The Creative Recovery Initiative supported collaborations with artists, arts 
workers, and local communities to "facilitate high quality arts and cultural activities 
that contribute to community recovery, rebuilding and renewal" (Fisher, 2012, p. 2).  
The CRN was established to encourage and coordinate communication between 
numerous small community and arts organisations and practitioners that were 
involved in creative recovery activities. The promotional video for the CRN4 notes 
that, up until this time, arts did not factor much at all in disaster responses, despite 
having much to offer.  
                                                
4 This video can be viewed at this URL: http://placestories.com/story/141309 on the Placestories 
website.  
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As discussed in the literature review, the CACD sector works with the transformative 
and recuperative capacities of creative expression which, in the context of post-
disaster recovery, are applied to the therapeutic purpose of supporting individual and 
collective healing from trauma in communities affected by disaster (Aprill & 
Townsill, 2007; Madsen et al. 2015a; Scher, 2007). The Creative Recovery – 
Building Resilience Initiative and the CRN were important test sites for the 
therapeutic effectiveness of CACD programs in disaster recovery contexts. The CRN 
also provides a rare and unusual opportunity to explore how social learning about 
creative recovery occurred amongst CACD organisations and practitioners. This is 
because the CRN is an emerging CoP in storytelling and creative recovery work.  
Creative Recovery  
The central question that the Creative Recovery pilot project (2011–2012) explored 
was, "What role does creativity play in community recovery after a natural disaster?" 
(Bourke, 2013). 'Creative recovery' is a relatively recent proposition that creative 
expression can assist in disaster recovery. Curiosity about the qualities of resilience, 
or specifically ‘community resilience’ (Madsen et al., 2015a), provided a catalyst for 
the creative recovery initiatives, and the CRN in particular. The capacity of 
community arts to contribute to community resilience is now well understood in arts 
networks (Aprill & Townsell, 2007; Madsen et al., 2015a; Scher, 2007). However, 
creative recovery is a developing practice. Learning generated from arts practitioners 
and organisations through creative recovery projects provides a valuable contribution 
to a larger process of defining and refining methodologies in arts based disaster 
recovery practice.   
In 2014, the then peak advocacy body for CACD in Australia, Creating Australia5, 
observed that arts projects undertaken for the purpose of assisting communities’ 
recovery from natural disaster by deploying creative expression are effective because 
they contribute to decreasing social isolation. They also reduce mental trauma, and 
increase services that cater specifically to victims of natural disaster, as well as 
                                                
5 In 2016, Creating Australia merged with the Cultural Development Network (CDN), but they 
continue to advocate for the role of arts and culture in strengthening communities to “build a 
healthier, engaged and creative society” (see: http://creatingaustralia.org.au/). See also chapter 1.   
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provide improvements in other local services, including emergency response 
(Creating Australia, 2014a). This was also noted as a key finding arising from the 
Afloat project, initiated by CRN participant Creative Regions. Creative Regions 
noted in their project final report that "creative recovery provides a softer approach 
and safe space to getting people to open up and share their stories and doesn't have 
the preconceptions often attached to counselling services" (Creative Regions, 2014, 
p. 5). The CRN provided a mechanism by which strategies and skills could be further 
shared beyond the level of individual Creative Recovery projects to the wider CRN 
community as a part of this developing practice. The CRN also aggregates learning 
about the therapeutic benefits of creative expression for community recovery after 
trauma. The research for this study focuses on how the CRN supports wider learning 
about the processes of narrative therapy and digital storytelling facilitation.  
Other digital storytelling activities undertaken in post-disaster communities, parallel 
to the Afloat project, included coordinated digital storytelling workshops by the Oral 
History Association of Australia (OHAA–QLD) and the Queensland University of 
Technology (QUT) in 2011. This research into the practice of recuperative digital 
storytelling took place in areas affected by Cyclone Yasi in 2011. It was informed by 
international experiences with similar community arts and storytelling projects that 
followed the 9/11 attacks in the United States in 2001, The Boxing Day Tsunami in 
2004, and Hurricane Katrina in 2005 (Klaebe, 2013). Participating researcher Helen 
Klaebe (2013) comments, "oral histories are recognised as resource for healing and 
empowering individuals and communities in the wake of devastation" (p. 4). Such 
earlier work is also noted by Arts Queensland as part of their disaster recovery 
documentation: 
The experience of other disaster responses across the world has shown the 
difference the arts can make. From the bushfires in Victoria, to Cyclone 
Larry in Innisfail and Hurricane Katrina in New Orleans, the arts have 
been used with great effect to galvanise community support and unity and 
bring order from disorder. (Arts Queensland, 2010, p. 2) 
These successes with disaster recovery work pointed to the need for an infrastructure 
that could support rapid social learning about creative recovery and CACD capacity 
building on an as-needed basis. This was the gap that the CRN aimed to address. 
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This chapter looks at how the challenges of developing these capabilities are met 
through the CRN, and what has been learned by the Creative Recovery project 
facilitators in the process.  
Multi-party Collaboration in the CRN 
Each participating organisation within the CRN supplies a diverse range of skill sets 
to the project, suggesting that each organisation works to their strengths in the larger 
initiative that contributes to change. In their study of natural resource management 
issues and inter-organisational policy, Rene Bouwen and Tharsi Taillieu (2004) 
develop the concept of "multi-party collaboration" (p. 137) in order to understand 
social learning and CoPs as systemic qualities of multiple stakeholder involvements. 
The concept of multi-party collaboration is applied in this analysis of the CRN and 
Afloat for the same purpose. As Bouwen and Taillieu (2004) suggest:  
In our definition of social learning we want to include also the social 
organizational learning that takes place at the systemic or cultural level 
during joint practices and experiences when stakeholders meet in 
common actions and conversations on different levels of activity. It can 
be considered as learning how to participate and learning how to get 
involved with other stakeholders, to get desirable social outcomes in 
terms of joint project work or development of common attitudes. (p.141)  
The breadth of this perspective accommodates and informs the analysis of the 
creative recovery activities undertaken in this chapter. It shows that, in aggregating 
diverse skills and interests in creative recovery projects, social learning opportunities 
are created, and so too are challenges. These challenges are met, and often solved in 
the process of ‘doing’. Multi-party collaboration foregrounds the organisational 
structure in which learning occurs in large initiatives, such as the CRN, and as a way 
of describing the complexities of this learning in meeting these challenges.  
Learning is shown to occur at many levels of organisational and project 
collaboration. CoP theory foregrounds the involvements of individual practitioners, 
often simultaneously, in multiple CoPs (Wenger, 1998) and multi-party collaboration 
builds upon this work to consider the implications of CoPs on a systemic or cultural 
scale. The concept of multi-party collaboration not only supports analysis of how 
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learning between organisations occurs, but also explores learning from and between 
the communities of interest that such projects address (Craps, Dewulf, Mancero, 
Santos, & Bouwen, 2004), such as those affected by natural disasters. By extending 
CoP theory through the concept of multi-party collaboration, Bouwen and Taillieu 
provide a model for observing how, "[t]hrough sharing problem perspectives and 
working with different kinds of knowledge and competencies, multiple actors or 
stakeholder parties co-construct a social learning process in an emerging community 
of practice" (p. 137). This is applied in this thesis to the CRN, an emerging CoP in 
the relatively new field of creative recovery arts practice.  
The CRN involves multiple stakeholders working in the relatively new field of 
trauma recovery after natural disaster through diverse participatory arts projects. 
Problem solving in this field is an important capacity for individual projects, such as 
Afloat, to be able to access, and was developed at the level of the CRN by linking 
diverse levels of organisationally based expertise.  
Table 1 lists the key organisations involved in Afloat and part of the CRN. It 
summarises the assets, skills and expertise that different organisations have 
contributed to solving various problems of creative recovery that were encountered 
in the course of the Afloat project.  It shows how the CRN aggregated diverse 
problem solving skills by bringing together a range of organisations involved in the 
supply of creative recovery services. Table 1 also illustrates that the CRN created the 
opportunity for collaboration with other sectors, such as health and education for 
example, and provided the means for a cross-disciplinary (Wenger, 1998) exchange 
of ideas and skills in disaster recovery work. Afloat certainly benefited from the 
involvement of a professional counselling service in the design and delivery of 
activities, and from having university researchers independently evaluate the impact 
of activities on community resilience. However, the flow of learning was also multi-
directional. These non-CACD organisations and their expert practitioners also 
benefited from the opportunity created by the CRN to tap into and share the learning 
in this emerging creative practice.  
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Table 1: Multi-party Collaboration – Stakeholders and Organisations Involved 
in the CRN and Afloat Project (2010–2014) 
Organisation Type of organisation in the 
CRN 
Assets, skills and expertise 
Feral Arts Storytelling in the 'public 
interest'. Digital and largely 
online based CACD 
organisation. Not-for-profit 
organisation.  
Digital online platform, 
Placestories. Digital 
capacity building 
facilitation. Supplies the 
online repository website 
of CRN projects, resources, 
stories & people.  
Contact Inc. Youth focused CACD 
organisation based in 
Brisbane. Not-for-profit 
organisation.  
Managers of the CRN 
(2011-2013) 6  
Creative Regions Regional CACD organisation  
based in Bundaberg, Central 
Queensland. Not-for-profit 
organisation.  
Project coordination of the 
Afloat project within the 
CRN.  Regional 
participatory arts work, 
event management and 
facilitation.   
Human Ventures Urban CACD/media 
organisation.  Also has a 
youth and media production 
emphasis. Not-for-profit 
organisation.  
Assisted Creative Regions 
in facilitating workshops 
for the digital storytelling 
component of Afloat.  
                                                
6 Contact Inc has since closed due to funding cuts and the CRN is now its own entity: Creative 
Recovery Network Ltd from 2014.   




Social services sector & 
counselling.  
Assisted Creative Regions 
with counselling services in 
trauma and recovery for 
Afloat project 
communities. Assisted in 
facilitating the digital 
storytelling component.  
Central Queensland 
(CQ) University 
Higher Education sector. 
Afloat Project Evaluation.  
Project evaluation of 
Afloat, and unifying social 
services and health 
perspective into 
propositions about 
‘community resilience’.  
 
The number of stakeholders snowballed as additional partnerships and collaborations 
were formed in the process of undertaking creative recovery work. These were also 
characteristically rolling as the needs of individual activities and communities were 
re-assessed from one project iteration to the next, as organisations within the CRN 
turned over, and as the CRN responded to the needs of communities affected by 
subsequent natural disasters. This condition of constantly rolling collaborations was 
apparent throughout the period of my participant observation (August 2013-
December 2014) in the CRN and remained apparent in the write-up period of this 
thesis. It was confirmed through interviews with key project and organisational 
managers, coordinators and facilitators, as well as by documentation, including 
reports and associated publications. This evidence supports the finding of this 
research that ongoing multi-party collaboration constantly generates the demand for 
new knowledge and skills for use in creative recovery practice. The condition of 
rolling collaboration is a feature of creative recovery work necessitated by the nature 
of natural disasters. It is not possible to know with certainty where disaster will strike 
and how, or even what, communities will be affected. This high degree of 
uncertainty triggers coordination challenges, as do other factors considered in this 
chapter, such as the location of disaster-affected communities.  The CRN anticipated 
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the need for development of a supportive infrastructure that would be responsive, 
flexible and adaptable to changes in stakeholders. In effect, it included a capacity for 
social learning, achieved at least in part through the community of arts recovery 
practice supported by the CRN.  
The CACD sector is well equipped to meet the challenges of working on a rolling 
basis with diverse stakeholders, as collaboration is central to this sector:  "[o]ne of 
the long-term successes in the community arts and cultural development field has 
been the capacity to develop collaborations and partnerships with a range of 
government and non-government sectors" (Horton & Moynihan, 2002 in Kasat, 2013 
p. 19).  The CRN and other case studies considered in this thesis show that this 
capacity to work successfully with other organisations to produce outcomes for a 
wider social purpose is supported by an openness to social learning.  As Bouwen and 
Tallieu, (2004, p. 146) observe, “[t]he discourses during multi-party collaboration 
project work concern often the exchange of knowledge, gathered from different 
backgrounds or disciplines, to construct a new understanding, where the contribution 
of the stakeholders can fit in".  
The condition of rolling collaboration is neither new nor unique to the CACD sector. 
(It is argued throughout this thesis that it is also a feature of the Australian 
community broadcasting sector.) What is new, however, is an understanding of this 
feature of CACD as social learning. The CRN provides an opportunity to apply 
social learning theory to develop a qualitative understanding of how this sector 
addresses its learning requirements.  Later chapters demonstrate that community 
broadcasters and GLAM sectors also rely on multi-party collaborations to support a 
culture of social learning. The case of the CRN is a particularly good illustration of 
this common feature because of the extensive reliance of arts recovery work on 
multi-party collaboration to accelerate system level learning. As Shelley Pisani, 
Creative Producer of Creative Regions and coordinator of the Afloat project, said, 
"we can't work in isolation, we need to connect to people who've got those specialty 
backgrounds and bring their knowledge" [Interview, September 2013]. This chapter 
focuses on a few of the opportunities and challenges in which arts recovery capacity 
and skills developed in and through CRN projects, such as Afloat.  
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This included the opportunity to create a creative CoP in arts led recovery work, with 
the challenge to maintain and sustain this. There is also a potential to experiment in 
community-based approaches to disaster recovery, but challenges arise with 
engaging effectively in geographically dispersed and demographically diverse 
communities, and to source skills for creative recovery in these communities. 
Another opportunity was to build CACD and wider community capacity to 
contribute to information flow in emergencies and to document recovery, in the face 
of the need to find appropriate modes of technology for storytelling in these contexts.  
This set of opportunities and challenges are of particular interest to this research 
because, as established in chapter 3, storytelling has a multifaceted role in social 
learning: as an individual skill, shared knowledge, and a collective problem solving 
capacity. Each of these purposes of storytelling is supported by the CRN through the 
adaptation and use of an online platform which was established to support creative 
recovery learning processes. The platform is Placestories, which was created by the 
CACD organisation and technology stewards Feral Arts. This online platform had 
158 participants and 33 listed CRN projects at the time of writing. Its purpose is 
summarised on the Arts Queensland site:  
Placestories offers networking, discussion and the sharing of creative 
recovery stories and resources (locally or globally), from which artists, 
local Councils and residents can learn and draw inspiration to assist their 
own community's recovery in the future. (Arts Queensland, 2013) 
For this research, Placestories provides a significant window through which it is 
possible to observe how participants and organisations share and disseminate 
creative recovery project learning, such as that explored in the Afloat project. The 
online presence of the CRN, and Feral Arts’ role as 'technology stewards' (Wenger et 
al., 2009), will be discussed in greater depth later in this chapter.  
Social Learning in the 'Afloat' Project 
Afloat's focus was on using creative and participatory arts methods to support the 
social and emotional recovery of natural disaster affected communities. Creative 
Regions initially delivered the Afloat project in the Bundaberg Region in Central 
Queensland, following major floods in 2010/2011. Afloat was initially jointly funded 
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through the Flexible Funding Program by the Australian federal and Queensland 
state governments, and was established to implement projects to aid in disaster 
recovery in affected communities. Afloat activities were diverse and included digital 
storytelling workshops and temporary public art projects. In March 2013, the 
Queensland government's Arts Minister announced that Creative Regions would 
receive $200,000 to continue this creative recovery work after extreme weather 
conditions hit the region for a second time in the form of Cyclone Oswald. This 
second stage of funding was known as the Creative Recovery – Building Resilience 
program (Creative Regions, 2014). It extended the geographical scope of creative 
recovery work to include Gladstone, Rockhampton, Fraser Coast, North Burnett and 
Bundaberg Regions and was launched at the Articulate Regional Arts Conference in 
Rockhampton, Central Queensland, in August 2013. Afloat occurred in two stages, 
with stage 1 in 2010-2011 and stage two in 2013-2014. I started observing both the 
Afloat project and the CRN PlaceStories platform in the second stage.  
Sharing project learning with other CRN stakeholders was an important part of 
Afloat. As noted in the Project's Final report, "[t]he Afloat team has learned many 
lessons along the journey. The team was thrust into a new way of working in their 
own community that had been affected by natural disaster" (Creative Regions, 2014, 
p. 2). Afloat consisted of a wide range of participatory arts activities in multiple 
locations. Activities included basket weaving; place activation work through 
sustainable graffiti and circus arts; digital media practice with digital storytelling; 
and animation workshops. This analysis focuses specifically on the digital 
storytelling and animation activities of the larger Afloat project. These were 
undertaken with participants recruited in local schools and community centres and 
involved school staff, counsellors and CACD specialists as workshop facilitators. 
Figure 3 provides a schema of where the digital animation and storytelling 
component of Afloat sits in relation to the wider CRN.  
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Figure 3: Social Learning System of the Afloat Digital Storytelling Component 
and the Wider Creative Recovery Network 
Figure 3 indicates the wider social learning system of the digital storytelling 
component of Afloat, and its position within the wider CRN. This figure provides a 
context to this particular case study with the social learning system that was 
presented in chapters 3 and 4. On the first or micro level, there are the community 
participants involved in digital storytelling workshops within the Afloat project. 
These participants were children and their parents located in local schools and 
community centres. They participated in the workshops to tell the stories of disaster 
for recuperative purposes as part of their trauma recovery. On the second or meso 
level are the facilitators and their associated organisations that collaborated in Afloat. 
This meso level is the focus of this chapter, and will be described in greater detail 
throughout. On the macro, or wider systemic/sector level, is the CRN itself. This is a 
collaboration of multiple organisations involved in sector-wide creative recovery 
Listening Publics







(Multiple CACD & Creative 
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Afloat Project – Creative 
Regions, Uniting Care, CQ 
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Afloat and the wider Creative Recovery Network
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2 Learning (meso level)
3 Learning (macro level)
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practice. The macro level provides opportunities and potentials to widely disseminate 
project or meso level social learning, and this will be discussed in regard to the wider 
network or system that the Afloat project inhabits later in this chapter. These 
organisations and their skill sets were described earlier in Table 1.  
Digital storytelling and animation workshops offered in stage 1 of Afloat were 
coordinated by Creative Regions and were largely facilitated by specialist 
practitioners sourced through another key arts organisation called Human Ventures. 
Human Ventures is a Brisbane based participatory arts and digital media 
organisation. They provided the digital media and storytelling skills and expertise in 
the local community. These workshops were largely conducted in local primary and 
high schools, and with local community groups. UnitingCare Community 
counselling services was also invited to participate in digital storytelling animation 
workshops. The involvement of professional counsellors was a necessary part of 
managing the risks of creative recovery work, notably of compounding trauma. The 
UnitingCare counsellors contributed their clinical expertise to these workshops, but 
also found that learning was reciprocal. The following discussion considers this 
reciprocity in detail, commencing with how counsellors "... learned how to utilise the 
arts to engage with communities, as a much softer way of going in and engaging the 
communities" [Interview, Pisani, September 2013]; and then what and how those in 
the CRN learned by doing creative recovery work with the involvement of 
counsellors. The case of Afloat illustrates how multi-party collaboration was not 
confined to the top level of the CRN, but also occurred at the coalface of project 
delivery. Shelley Pisani from Creative Regions and the creative producer and 
manager of Afloat, noted: 
The learning curves are there on so many levels, from the teachers, 
principals, guidance officers, and the chaplains, that all come into the 
room and participate in the process as well. They actually learn a lot 
more detail about some of the kids’ stories and the trauma that they've 
been through. From a school perspective, they’re finding that they're 
getting a bit more understanding. Between the students they have a bit 
more understanding of each other as to why they might have been sad 
about something, why they might have been behaving a certain way, 
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because that's what they've been through, and they've probably heard 
about that for the first time. [Interview, September 2013] 
The workshop based process involved sharing skills and ideas and was a key 
component of this learning. Pisani noted a dialogical process between a variety of 
practitioners, from the digital storytelling facilitators to those involved in classroom 
teaching and then school administration, to assist in developing a school-wide 
understanding of how to provide holistic support to students. Learning at the level of 
the digital storytelling and animation workshops also informed higher level Afloat 
project decisions to customise workshop programs and delivery for each school by 
responding to each school’s varying experiences and recovery needs (Madsen et al., 
2015a, p. 45).  
Facilitation of the workshops increased understanding of the extent of trauma 
experienced. Afloat’s creative producers also noted that learning between storytelling 
facilitators, counsellors and school staff contributed to building a wider 
understanding of the extent of trauma experienced at the community level, as well as 
expanding the range of opportunities for supporting collective and individual 
emotional recovery and resilience (Creative Regions, 2014). As already noted, the 
digital storytelling and animation workshops brought UnitingCare Community 
counsellors into direct contact with young people and families who were still 
struggling to recover from these traumatic events. One counsellor noted in our 
interview how the methods of digital storytelling aligned very closely with narrative 
therapy, observing in the workshop context how this practice “translated beautifully” 
into creative recovery.  Afloat also created an opportunity for counsellors to bring a 
“strength based” psychological approach to digital storytelling workshops 
[Interview, October, 2013]. This is a clinical practice that emphasises strength, self-
determination and resilience in the face of adversity (McCashen, 2005), achieved by 
encouraging children’s stories to become strong and empowering.  This synergy 
between strength based narrative therapy and digital storytelling helped inform the 
evolving creative recovery methodology as a whole, at the level of the CRN.  
'Narrative therapy' is a form of psychotherapy where a therapist collaborates with a 
client to develop a narrative. Australian therapist Michael White and New Zealand 
therapist David Epston were the originators of narrative therapy (White & Epston, 
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1989). It is recognised as a useful means of working with children after trauma 
because it allows them to create a second story that does not allow their identity to be 
defined by the initial story or experience of a traumatic event. As White and Morgan 
(2006) further note,  
[in] the context of narrative practice we become vitally interested in the 
development of a second story in relation to traumatic experience. The 
rich development of a second story involves identifying the ways in 
which children have responded to the trauma they have responded to, 
identifying how their responses are based upon what they valued and held 
precious, including how these are linked to the community, culture and so 
on (p. 89).  
Developing a second story gives children a way to re-engage with the first story 
without re-living the trauma (White & Morgan, 2006, p. 89). This approach to digital 
storytelling provides a unique process. In another interview, another of the 
counsellors involved in Afloat noted that although the risk of children re-living the 
trauma was a concern, working in teams of people with skills and expertise from 
Human Ventures, Creative Regions, school staff and counsellors was a positive 
experience in which those fears were not realised [Interview, September 2013]. 
Facilitators further noted in interviews that they found that this collaboration created 
team confidence in the workshops and their delivery of the program. A digital 
storytelling facilitator and two of the counsellors described the process as 
experimental because it involved some risk taking, but they also agreed that the 
collaboration across different areas of expertise and support from diverse 
organisations and facilitators provided strong foundations from which to explore this 
approach to storytelling after natural disaster. Social learning, in this instance, 
produced a cross-disciplinary approach to counselling practice in trauma, through the 
exchange of skills between digital storytelling facilitators and counsellors. This 
exchange of skills and the bridging of this expertise contributed to further 
exploration into the concept of working with narrative therapy with young people, 
and digital storytelling's contribution as a recuperative practice (McWilliam, 2009, p. 
61; see chapter 2) in the emerging area of creative recovery work.  
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The inclusion of experienced counselling professionals in digital storytelling 
animation activities delivered benefits to various levels of this multi-party 
collaboration. On a meso or organisational level, UnitingCare's knowledge was 
considered valuable by Creative Regions and Human Ventures, as arts based trauma 
recovery is a very sensitive area, and such facilitation required careful consideration 
and informed understanding with such specialist expertise of trauma recovery in 
practice. On a micro level, facilitators noted in interviews that, from their 
perspective, the counsellors’ knowledge of how to talk to and respond to workshop 
participants in these communities was important, and that they learned from each 
other’s experiences by providing a cross-disciplinary approach and subsequent 
learning (Wenger, 1998) to narrative therapy practice for children recovering from 
trauma as a result of natural disaster. The digital storytelling facilitators learned that 
these personal stories from the community needed more than traditional arts based 
workshop facilitation due to the sensitive and traumatic nature of the content. Such 
collaboration between counsellors and digital storytelling facilitators was also 
recognised by Creative Regions in the Afloat final report as a fundamental care 
aspect in such personal storytelling. As a result, the self-care of the facilitators 
became another key learning of the Afloat project, and the support of counselling 
services benefitted all involved in the process of this storytelling (Creative Regions, 
2014).   
Creative work creates a sense of individual identity, and sharing the journey through 
storytelling experiences also helps to build community identity (see Hartley, 2013; 
Madsen et al., 2015a, Wenger et al., 2009). Digital stories are created by individuals, 
and shared between storytellers and facilitators. The process of documenting this 
storytelling is part of the healing process for the wider community, as well as a 
means of capturing developing knowledge about creative recovery and making it 
available for wider use in creative recovery networks and beyond. John Hartley 
(2013) suggests that such storytelling practice leads to the 'creation of self', but this 
also goes beyond the individual. In recuperative digital storytelling work, such as 
creative recovery work, it is not about healing the individual, but healing the 
community. Afloat’s multi-party collaborative context demonstrates how creative 
recovery "communities of practice engage in joined activities, and by doing so they 
form a common problem understanding and a common experience of some group 
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identity." (Bouwen & Taillieu, 2004, p. 143). Afloat digital stories were shown at 
various community events coordinated by Creative Regions, with the aim of building 
community resilience, and connecting the community through these shared stories. 
This was achieved by providing "access to social events and other activities such as 
festivals, theatre productions and music concerts, [which] were seen as essential for 
maintaining the morale of the local community" (Rentschler & Bridson, 2015, p. 2). 
The coordination of these community social events and related arts work contributes 
to building morale and community connectedness. Moreover, the counselling process 
continued beyond the original digital storytelling facilitation at these events, as it was 
learnt through experience during the course of the project that recovery was a long 
and iterative process and assisted in building community morale (Creative Regions, 
2014). Building community morale was also fundamental to belonging in a CoP with 
creative recovery work, but also belonging and identifying as members of a wider 
community who had also experienced the effects of disaster and were working 
towards recovery.  
UnitingCare counsellors participated in these community screening events and were 
available to talk to community members if and when they needed it. As noted from 
interviews, and as documented in the Afloat Final Report (Creative Regions, 2014), 
such recovery based storytelling is a long and iterative process and the recuperative 
process of this kind of storytelling practice does not end in the workshops where 
stories are initially generated. Furthermore, the knowledge generated through the 
digital storytelling work was cross-disciplinary, as facilitators contributed and 
exchanged diverse skills within the CRN CoP. These key learnings of digital 
storytelling processes were returned to CRN stakeholders as a result of the Afloat 
experience (Creative Regions, 2014) via these social events within affected 
communities, and included a documentary event showing, report outcomes, chapter 
publication, and the sharing of their work on the Creative Regions website and the 
CRN online platform as a way to disseminate this learning to the wider CRN 
community. This online platform will be discussed further later in this chapter.  
Central Queensland (CQ) University health and social services researchers evaluated 
Afloat to assess its contribution to building 'community resilience' (Madsen et al., 
2015a). This provided another opportunity for facilitators involved in the digital 
storytelling activities of Afloat to learn about the value of multi-party collaboration 
   
page 111 
for community recovery. Many organisations participated in this project level multi-
party collaboration, including Creative Regions, Queensland State Government, 
Bundaberg Regional Council, UnitingCare Community, CQ University and local 
schools. Madsen et al. (2015a) summarised this project level learning about creative 
recovery accordingly: 
This collaboration allowed an arts program to be implemented in primary 
schools to facilitate children to make meaning from the disaster events 
and to locate themselves in the wider community story. The evaluation of 
this project has highlighted the benefits of such a project and has helped 
various partners reflect on and learn from their experiences in 
implementing such a project (p. 54).  
Madsen et al. (2015a) also point to the value of such a multi-party collaboration to 
problem solving through opportunities to learn from other organisations and to 
encourage capacity building (p. 54). The evaluation authors also found that the 
Afloat project (with particular reference to the digital storytelling work in schools) 
helped both individuals and the school communities to make meaning of the events, 
acknowledge vulnerabilities and provided a way to move forward by reinforcing the 
positive aspects of belonging to community. In particular, the children in these 
workshops gained because the Afloat activities provided avenues for them to express 
their feelings, perceptions, memories and thoughts in ways that they could not do so 
with words. This allowed the child participants to see their own place in these 
experiences, and those of others. It was found that increasing connectedness through 
developing a shared story about traumatic events was vital to building community 
resilience (Madsen et al., 2015a, p. 54). In addition to this, the evaluation team noted 
that digital storytelling in the field of natural disaster recovery practice was 
demonstrated to be a valuable tool for capacity building, identity building and 
community-wide learning. As a result, this contributed to important community 
resilience factors, and this digital storytelling work increased a sense of 
connectedness in participating communities (Madsen et al., 2015a, p. 47). 
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Social Learning and Problem Solving  
CoPs theory can develop practice through problem solving (Snyder & Wenger, 2010) 
"to address problems while continuously reflecting on what approaches are working 
and why – and then using these insights to guide future actions" (p. 206).  In Afloat, 
this occurred through the knowledge exchanged from a diversity of skilled 
practitioners from digital media producers to specialist counselling services in 
trauma recovery. The learning in such creative recovery based work was described 
by the Afloat project manager as "action learning” and an evolving process. It was 
learning that occurred "on the ground" [Pisani, Interview, September 2013], or 
learning by doing (Wenger, 1998). Problem solving was the dominant mode of 
learning in Afloat, and occurred in the interactions of diversely skilled practitioners, 
from digital media facilitators to specialist counselling services in trauma recovery.  
The experimental nature of Afloat created opportunities for facilitators and project 
managers to challenge their usual practices through problem solving. Learning 
occurred outside disciplinary comfort zones, and expanded knowledge of practices. 
Problem solving, like storytelling, is a form of inductive reasoning. It allows for 
lateral, inventive cycles of trial and error, and action and reflection typical of CACD 
practice.  It also contributes to the flexibility of such practice, and the way in which 
facilitators can work in a fluid and evolving community-based context.  
An instance of this type of learning in Afloat concerned the discovery by creative 
practitioners recruited by Human Ventures to facilitate Afloat digital storytelling 
workshops that digital animation as a method of digital storytelling had particular 
appeal for creative recovery practice. As stated in the interviews, facilitators found 
young participants in particular were more willingly to immerse themselves in the 
process of creating digital stories using simple stop frame or digital animation 
techniques, than using more conventional methods with still images, usually sourced 
from personal or family photo collections. For this reason, animation techniques 
could also be used more confidently to preserve storyteller anonymity, without 
compromising the authenticity of the story or the storyteller’s voice (Kuga Thas, 
2014, 2015).  Facilitators attributed improved engagement with digital animation 
techniques to the flexibility and immediacy of working with new media technologies. 
This insight had important project level implications in terms of expanding 
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understanding of how and when different digital storytelling might be used and 
adapted successfully in creative recovery contexts. The example of incorporating 
digital animation techniques into digital storytelling workshops is one instance of the 
learning by practical problem solving that occurred in Afloat and the wider CRN. 
In the case of Afloat, social learning produced changes in the storytelling workshop 
method itself. This process of learning was dialogical, shared, and involved problem 
solving around the issue of optimising participant engagement and opportunities for 
creating and sharing their stories. This was possible because feedback from 
participants to facilitators was immediate and the CACD facilitators were adept at 
working creatively with this feedback. Practice was constantly moulded to suit the 
participant, the community and the purpose of the activity – in this case, of creative 
recovery. Feedback throughout the Afloat workshop process also shaped the service 
delivery strategies of other Afloat collaborators, helping them to be flexible and 
responsive to community needs in times of crisis. The success of this method for 
creative recovery was also documented and communicated to other creative recovery 
projects through the CRN, including the PlaceStories platform, which is discussed 
shortly.   
Community resilience is derived from this kind of learning capacity, and building 
this capacity was also a goal of the CRN. Afloat helps to illustrate how this was 
achieved at the individual project level of the system, with a view to finding 
solutions that could be sustained by communities once CRN projects concluded. As 
part of their contribution to Afloat, Human Ventures incorporated the professional 
development of local resident practitioners into their workshop practice for Afloat. 
This meant that it was possible to rely on this local capacity to deliver Afloat digital 
storytelling workshops in the second stage of the project, after Human Ventures had 
departed (Creative Regions, 2014). The local facilitators, recruited to work with 
Human Ventures in the first round of workshops subsequently delivered the second 
round of Afloat digital storytelling workshops in May 2014.  
While digital animation was effective for engaging young workshop participants, 
Afloat facilitators also noted that other community members preferred more 
orthodox digital storytelling methods, as discussed in chapter 3. As Creative Regions 
explains in their final report:  
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In some cases, digital animation was not an option that people wanted to 
take up. They wanted to share their stories through photographs and 
interviews. Human [Ventures] conducted a range of interviews in 2012 
including local businesses, artists, sporting groups, emergency services 
and community service organisations. Even though this process is 
seemingly less engaging in recovery, people still felt that sharing their 
story was important. (Creative Regions, 2014, p. 13)  
This suggests that a process of active listening and engagement with communities 
through capturing stories was also a valuable creative recovery technique. Active 
listening also helps to establish the trust and rapport (see chapters 6 and 7; see also 
Dreher, 2009; Hancox, 2012; McHugh, 2014) that is essential to supporting personal 
storytelling in relation to sensitive topics and, importantly, responding to the 
community.  
This section has focused primarily on the project level of learning using the example 
of Afloat. The next section discusses how this learning can be disseminated via an 
online platform for wider learning in the CRN.  
Sharing Project Learning in a CACD Multi-party Collaboration – The Creative 
Recovery Network Platform 
In chapter 2, I discussed the role of technology stewardship in CoPs (Wenger, et al., 
2009). One of the key indicators of an effective CoP is sharing learning and the 
propagation of innovation (Wenger, 1998, p. 125). In this section I discuss the CRN 
platform in order to illustrate how CRN participants shared, propagated and 
disseminated their learning and practice.   
Afloat was one of several projects undertaken by CRN participants. Communicating 
insights arising from this activity across the Network was another set of challenges 
that the CRN had to address. This was overcome by establishing a dedicated social 
media platform for this purpose. The Creative Recovery Network Platform was 
created by CRN participant Feral Arts. Feral Arts is a medium-sized CACD 
organisation located in Brisbane, Australia, with a main aim of promoting 
storytelling in the public interest through the facilitation of online digital technology 
and software design. This online platform addresses the challenge of connecting 
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geographically diverse arts organisations and projects working in the area of creative 
recovery as a place to share and communicate learning and practice. This also 
brought in the skills and expertise of Feral Arts as technology stewards (see chapter 
3; Wenger et al., 2009) in this program. As Shea (2013) suggests, "forming peer 
alliances to share and build knowledge is an important aspect of community arts 
practice, and these co-creation processes are increasingly being mediated by the 
Internet" (p. 37). It was also hoped that the platform would support ongoing dialogue 
between communities and organisations involved in arts recovery.  
 The Placestories website has developed since 2000 under Feral Arts stewardship, 
and is a social media platform for networking CACD practitioners, organisations and 
stakeholders. It was adapted for use in creative recovery online as part of the CRN. 
Once an individual (or organisation) becomes a member of the CRN online (and 
Placestories, in general), they can set up a personal 'folk' profile page, create and join 
projects within the CRN, and create and share digital stories of their work and 
experiences (see Figure 4). Digital stories in the context of Placestories are very 
broadly defined, and include 'postcards' (a blurb of information on a project or 
activity with the option of supplying a photograph); a 'notebook' (a longer written 
piece); an audio story; and a video story (this can be in any audio/visual form from a 
documentary on a project, to an actual narrative created within a project).  At the 
time of writing, 33 CRN projects were aggregated in Placestories. These involved 
several organisations, including 158 folk/participants who had produced 656 'stories' 
(May, 2015). The Placestories platform also provides the opportunity to participate 
in discussion forums and to geographically locate CACD activities and practitioners 
(see Figure 4 and Figure 5 for screenshots of the main CRN webpage and project 
listings webpage).  
Placestories as a platform, and as a digital habitat (Wenger et al., 2009), consists of 
tools to support the CRN activities, and accessible features to make this platform 
‘livable’ and usable by implementing a collection of technologies (including linking 
to other freely available platforms such as Twitter, Facebook and other social tools 
that organisations may use) to sustain the habitat (Wenger et al., 2009).  Importantly, 
given the platform’s name, there is also the opportunity to map the geography (in a 
locative sense) of practice to illustrate the diversity and breadth of participants in 
each project or community on its platform. As such, this also visualises the local to 
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global potentials of site activities in CoPs like that of the CRN, as illustrated in 
Figure 6, through the mapping of practice stories and activities on the CRN Platform 
site. In the context of the CRN initiative, this map, and the Creative Recovery 
Platform itself helped to make the work undertaken in the CRN and the CACD sector 
more visible to affected communities and to those seeking support and resources, 
should the need arise.   
 
 
Figure 4: Main Page of the Creative Recovery Network Platform 
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Figure 5: CRN Project Listings on the Placestories Website 
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Figure 6: Mapping of Practice With Stories Within Projects on the CRN 
Placestories Website 
The overarching proposition of Placestories, and the CRN platform hosted by 
Placestories, is that stories are a powerful and effective means for storing, as well as 
communicating, knowledge, especially when it is community generated. Wenger et 
al. (2009) suggest that technology stewardship becomes a creative practice that 
evolves along with the community, and reflects the community's self-design, and 
ways in which the community designs itself for learning (p. 25). Through this 
process, the CRN team came to understand that ongoing groundwork in local 
communities is important to sustain participation, and organisations who work on the 
ground of creative recovery practice are symbiotic to this online relationship. 
Furthermore, given that natural disasters are not predictable, online engagement was 
sporadic. Sustaining long-term digital engagement on this platform was a significant 
challenge, as was building digital capacity for engagement in these regional 
communities. Offline engagement through brokering activities, like the Creative 
Recovery Network Forum discussed below, was an important strategy to address this 
challenge.  
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The Creative Recovery Network Forum 
In December 2013, I was invited to attend the Creative Recovery Network Forum 
organised by Creative Regions, Contact Inc. and Feral Arts. This forum was 
supported with funding from Arts Queensland, Contact Inc.'s Building Resilience 
Fund and Feral Arts’ operational funding from Arts Queensland and the Australia 
Council for the Arts. The forum was held in Bundaberg, Central Queensland, and 
attracted an attendance of 18 creative recovery advocates from 12 regions throughout 
Queensland (Creative Regions, 2014). The aim of the forum was to workshop how 
best to get interested community members engaged on this CRN online platform. 
This forum was intertwined with the Afloat project, as the documentation of one of 
Afloat's participatory arts activities provided the practical focus of the workshop. 
This forum had two purposes: it allowed community and CRN participants to 
understand how the online platform would work, and it provided an opportunity to 
document the process of a creative recovery activity in Afloat.  
As Wenger et al. (2009) note, "when a community is built on a mission to serve the 
broader public, it needs to interact with entities and individuals outside the 
membership. This often entails creating specific resources and activities to make the 
learning intelligible and accessible to non-members" (p. 97). As noted by 
interviewees, the purpose of the CRN online platform was an opportunity for 
individual practitioners, arts workers, and organisations to learn and it has potential 
as an educational tool for creative recovery practice in the arts sector, not only in 
Queensland, but nationally and internationally. The Creative Recovery Network 
Forum provided an opportunity to broker this technology and platform to the wider 
CRN community to document and disseminate this creative recovery learning. 
The Creative Recovery Network Forum explored how communities and practitioners 
might make the best possible use of the Placestories software, through social learning 
activities, to document a CRN project. Community reporters was an idea introduced 
by Feral Arts at the Creative Recovery Network Forum and would provide a form of 
brokering local technology stewardship in affected communities:  
We had the idea of trying to tap into people in the communities who tend 
to gravitate towards that documenting or reporting role.  So oftentimes in 
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any local area there's people who naturally fall into that role where 
they've taken the photographs or the story-telling folk of that place. 
[Interview, Horton and Moynihan, January 2014] 
Community reporters had three purposes. The first purpose was that of a citizen 
journalist to generate information at the coalface of any potential natural disaster in 
the community. Second, was to consider building capacity for recovery and enable 
activities in local communities to respond to emergencies when they occur. The third 
purpose was simply to engage potential Placestories users and upload their creative 
recovery work and materials. As Norm Horton from Feral Arts commented:  
We want to kind of try and connect the digital storytelling folk in each of 
those places and give them some support to play a role in documenting 
the stuff that goes on and sharing and maybe make it possible for some of 
the other people who might not have the same level of digital capacity to 
be involved as well. [Interview, January 2014]  
This community reporter role would also assist in digital capacity building in 
affected communities by workshopping how best to use the platform with local 
practitioners. Within the CRN online platform, a project space was established just 
for the community reporters to engage in discussion, and to post stories of interest 
(this project listing can also be seen in Figure 5). The initiative linked to the 
challenge of sustainability of the platform. Scotia Monkivitch, Manager of the CRN 
commented:  
If we can readily use that new section about community reporters and 
highlighted stories, then that, we hope will generate some ongoing 
connectivity back into the site. Because I think one of our biggest 
challenges is that it doesn't become just a repository, it becomes an 
active, engaged communication. [Interview, September 2013] 
Generating connectivity to the site is important for ongoing engagement in 
communities to share learning and practice, and to provide an opportunity for 
connecting geographically diverse communities with an accessible platform of 
resources and information. The CRN online platform needed to generate connectivity 
by making communities aware of its existence and being promoted accordingly. As 
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Wenger et al. (2009) suggest in this context, "just because the technological 
container remains, it does not mean that the community is still functioning and alive" 
(p. 191). As a result, creating online connectivity was managed by groundwork from 
CRN participants Feral Arts, Contact Inc. and Creative Regions, and the provision of 
workshops, like that of the Creative Recovery Network Forum. The Forum was a 
means to create interest and ongoing sustainability with local practitioners. As 
Wenger et al. (2009, p. 191) further note, "[t]echnology and social conditions are 
intertwined, as technology becomes an increasingly social medium. But because 
technology is often more visible than the social conditions it manifests, it is easy to 
confuse the two". Just because the technology exists, it does not mean that the social 
engagement will follow. Clay Shirky (2008) has the celebratory view that 
"communities of practice are inherently cooperative, and are beautifully supported by 
social tools…they can thrive or even grow to enormous size without advertising their 
existence to the public" (p. 101). However, this is not always the case. Technology 
stewards must aim to understand how best to support these processes as a way to 
foster these emerging communities (Wenger et al., 2009). This is why learning 
events like the Creative Recovery Network Forum, and the creation of community 
reporters, were fundamental to enable participation in such a large network of 
practitioners as the CRN.  
A specific learning activity at the Creative Recovery Network Forum that focused on 
this concept of ‘community reporters’ took the form of a sustainable graffiti 
workshop led by Indigenous artist Damion Aidon, and coordinated by Creative 
Regions. This workshop was designed to facilitate knowledge of how to create and 
share digital stories on the CRN Platform through a practical experience. Digital 
stories produced in this workshop included postcards describing how participants had 
coped with the floods, snapshots of the sustainable graffiti workshop, and examples 
of the art that the participants themselves had created. In addition to this, Creative 
Regions documented this task as part of their documentary work into Afloat itself 
and as a learning resource on the CRN site7. 
                                                
7 A short video of the workshop can be found on the CRN website, in the ‘Community Reporters’ 
project section located at: http://placestories.com/story/146926. 
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The Creative Recovery Network Forum also provided further opportunities for a 
continued dialogue between creative recovery practitioners, and the managers of the 
CRN platform to provide feedback for further development of the CRN platform. 
Ongoing community feedback to Feral Arts provided ways in which the community 
best engaged with the platform. The Placestories platform evolves based on the 
feedback received from participants. Feedback from the CRN community was noted 
as important to platform developers Feral Arts, who required user input in this 
development process. Feedback was received during the CRN Creative Recovery 
Network Forum but the digital space of the CRN platform itself was also a means for 
connecting and observing emerging CoPs.  
The CRN platform provides opportunities to explore the greater learning potentials 
of such emerging CoPs that are visible online. I will discuss these potentials in the 
section below.  
Exploring CRN Online Platform Potentials 
This CRN online platform suggests the sharing of social learning experiences, and 
provides opportunities for online multi-membership between project communities 
with the wider CRN community. Wenger refers to multi-membership when 
practitioners belong to more than one CoP at once (Wenger, 1998). This is also 
discussed in chapters 6 and 7. The online platform discussed in this section allows 
such multi-membership to be documented and learning experiences shared in a 
repository via case studies. In this instance, Shelley Pisani suggested in our interview 
that learning through creating and sharing such stories or project case studies was 
extended by developing the community reporting capacity, and narrating how 
experiences in creative recovery work can be modelled or shared further: 
I think that's ultimately the aim for capturing stories elsewhere. What 
we're doing on the ground, but also encouraging like the community 
reporters model that was being promoted at the conference. Encouraging 
creative reporters that have been involved in recovery, in other parts of 
Australia and other parts of the world, to talk about the processes that we 
use and how creative recovery has assisted people in communities, so 
that there's all sorts of case studies that are there to inform a way of 
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working that and develop a model around best practice for creative 
recovery. [Interview, September 2013] 
The learning experiences generated in projects like Afloat can be disseminated for 
wider learning, and the CRN platform provided potential for this to occur. The CRN 
platform provided a place to not only share resources from projects, but for 
practitioners and participating organisations to share stories of learning experiences. 
As Wenger et al. note, a community's configuration will evolve, and usually through 
experimentation (Wenger et al., 2009. p. 142). As much of the learning is 
experiential and reflective, the platform had the potential to provide a source of 
documentation on the various processes and outcomes undertaken in creative 
recovery projects.  
The CRN and its online platform also demonstrated the potential to engage 
practitioners from further afield in a larger learning system at various levels (Snyder 
& Wenger, 2010; Wenger, 2006), from local communities to government agencies 
that fund arts practice, also emphasising the platform's potential, and the CRN itself. 
As Pisani further noted, one aim was to experiment with the potentials of multiple 
levels of learning at various sector and inter-organisational levels:  
I think there's potential for all levels, for government to learn from it as 
well, and not just those who are funding the arts, but those who are 
working in the field of disaster recovery, those that are working in local 
government, those who are working in service organisations, so it's not 
just the arts that benefit. It's potentially having ramifications on the way 
people work post disaster. [Pisani, Interview, September 2013]  
As noted by Pisani, the emergence of CoPs around disaster recovery work like this 
illustrates the global potentials of social learning (Wenger, 2010, 2011; Wenger et 
al., 2009; Wenger-Trayner & Wenger-Trayner, 2015), and the cross-disciplinary 
potentials for other diverse stakeholders and sectors to learn how to work at a 
systemic level in creative recovery processes (Bouwen & Taillieu, 2004). Although 
Pisani’s comment was largely speculative at the time of this research study, the CRN 
platform offers the foresight for expansion and innovation to map and disseminate 
emerging creative recovery practice and establish foundations in disaster related 
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creative recovery. The technology stewardship from CACD organisation Feral Arts 
emphasises their role in distributing practitioners’ knowledge further afield, with the 
potential of the CRN online platform to augment wider social learning beyond the 
CACD sector. As such, this contributes to best practice in disaster recovery work by 
providing a shared repertoire of resources and case studies of previous practice 
(Wenger, 1998).  
Distributing practitioner’s knowledge also contributed towards building long term 
strategic relationships and this was another aim of the CRN. The online platform 
provided a place to share creative recovery work, and make the Network more 
visible. As CRN Manager Scotia Monkivitch suggested in regard to the CRN:  
I think, for me, what the Creative Recovery Network offers is an 
opportunity to create longer term strategic relationships with other cities 
which we've been trying to establish for a very, very, long time. So it gives 
us an opportunity to show our work within the context that I think people 
understand and they, they see the impact and they see the value of it 
within this context very clearly. [Interview, September 2013] 
Relationship building between other cities and their councils was seen here as an 
important development of fostering social learning in disaster affected communities 
and potentials for a connection to wider societal learning. As Wenger et al. (2009) 
note in regard to selecting appropriate digital tools for a community's relationship 
with their environment (in this case, creative recovery work and the purpose of 
making this work visible to build relationships further afield), "[c]ommunities that 
serve the outside world need tools that allow the world to see and interact with them" 
(p. 105). The CRN and its online platform provide an opportunity to do this in 
geographically diverse contexts, the potential to establish these ongoing 
relationships, and a platform on which to make this work more visible in the longer 
term as a form of online repository.  
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Chapter Conclusion  
This chapter demonstrates that social learning was vital to the success of the 
activities in the CRN. This was illustrated through the discussion of Afloat, and the 
digital platform, Placestories, and the purpose built CRN platform.  
Social learning occurred and was exchanged at multiple levels. The first of these is 
between the meso and macro levels through multi-party collaboration. Multi-party 
collaboration is a way in which to meet challenges in solving large-scale problems 
with multiple points of expertise. This also contributes to the knowledge transfer 
process of social learning; the exchange of knowledge by way of collaborative skill 
sets enables active and experience based learning. UnitingCare counsellors, CACD 
practitioners, school teachers and other staff benefited from each other’s skills and 
this, in turn, contributed to building capacity and creating a shared community 
narrative. This exchange of skills later in the project created a sustainable digital 
storytelling practice within the community. In addition to this, sharing these 
experiences through the production of video examples, publications of evaluation 
reports, and disseminating case studies online also demonstrates the social learning 
in this sector and the knowledge shared between stakeholders to produce beneficial 
outcomes for the communities of which they are a part.  
The building of community connectedness and social events, including screening 
events of digital stories, assisted in building community connectedness. Afloat was 
fundamental to creating belonging, which was one of the primary purposes for its 
existence. This not only occurred amongst facilitating practitioners, but also within 
the community of which they were a part. Practitioners identified themselves with 
those that have experienced the effects of the trauma in the communities in which 
they have facilitated this learning, and being part of the community in recovery 
contributed to the healing process.  
The next level of social learning occurred when the learning of the storytelling 
processes was shared by brokering to a wider community via an online platform. The 
case studies, reports and documentation shared are important resources for other 
practitioners wanting to embark on similar practices, as they provide first hand 
stories of experience and learning, and this contributes to the learning in the 
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emerging practice of creative recovery work. Professional development in creative 
recovery practice is distributed via the technology stewardship of a key CACD 
organisation and CRN participant, through the sharing of project stories on the CRN 
Platform online repository, workshops, and other collaborative practices.   
Further social learning occurred in the process of how the organisations learn to 
engage with networks further afield by way of a community forum to provide offline 
support and to engage with others in the wider CACD community. The CRN is a 
purpose built CoP that has been established for re-engagement should disaster occur, 
and has the foundations set for community learning, should it be needed in case of 
similar disaster recovery. It is a repository and record of stories of such disasters in 
affected communities. The CRN itself demonstrates how such a CoP is an emergent 
structure.    
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Chapter 6 - Radio Storytelling in the Community Broadcasting Sector 
A new experience can also pull a community's competence along as when 
a member brings in some new element into the practice and has to 
negotiate whether the community will embrace this contribution as a new 
element of competence – or reject it. (Wenger, 2010, p. 2) 
Introduction 
In the previous chapter, I discussed the Creative Recovery Network, a large multi-
party collaboration in the CACD sector. In this chapter, I explore social learning in 
the Australian community broadcasting sector. Storytelling is at the heart of the case 
study considered here – the radio program All the Best (ATB), and an associated 
event called Radio with Pictures (RWP). The previous chapter considered multi-
party collaboration as a mechanism of social learning at both systemic (macro) and 
project (meso) level CoPs. The case study considered in this chapter looks to the 
evolution of a CoP centred on storytelling to consider other mechanisms of learning, 
specifically at the meso level, such as facilitator multi-membership, formulating peer 
learning, and the development of practice and identity over time. This case study also 
illustrates learning via influences from well-established American models of radio 
and live storytelling events, and learning through experimentation. As discussed in 
chapter 4, this case study is based on in-depth interviews from three key ATB 
producers, and another from RWP. This is in addition to a triangulation of 
observational data from related program public websites, publications, conferences, 
associated program activities and the radio program itself.  
ATB is a radio storytelling program that is produced by a diverse range of 
participants, with an eclectic range of experiences and skills that allows these 
participants to move fluidly in and out of designated roles, based on emerging 
expertise (Wenger, 1998, 2011). The ATB production team facilitate co-creative 
methods of radio production through peer-to-peer learning, as well as the 
development and maintenance of the structures for participation including, for 
example, a guided story submission process and the formation of storyteller 
'collectives' that nurture a CoP.  
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First, I will provide an overview of radio storytelling in Australia, and the case study 
itself. I will then discuss how peer learning and collaboration occur in the ATB CoP, 
and how the challenges of managing volunteer contributors are addressed through 
initiatives such as formulating peer learning via guided practice, and partnerships 
with training organisations; and how ATB responds to questions of ethical practice 
and audiences. The argument sustained through this case study concerns the 
significance of storytelling to knowledge produced through social learning. In the 
last section of this chapter I look at ATB’s involvement in a creative arts-based 
digital radio experiment, RWP, to illustrate the broader argument introduced in 
chapter 5, that co-creative media practice builds highly adaptable and flexible 
problem solving capacities in digital media arts practitioners.   
Background  
Radio based storytelling has, in recent years, become popular in the independent, 
public and community radio sectors, echoing the era of the 1930s, when families sat 
around the 'wireless' and listened to a drama serial. Contemporary practices 
demonstrate a creative and innovative renewal of radio culture, involving a diversity 
of people and communities. As McHugh (2014, p. 1) observes, "in a digital age 
where anyone with a smartphone can record a video and post it online, the surprise is 
that audio is not merely surviving, it is thriving". The emergence of digital 
technology and the move of radio online and to a digital broadcasting spectrum has 
stimulated further creativity, and experimentation and has resulted in innovation in 
the forms of storytelling. As Edmond (2014) notes, radio has long been associated 
with storytelling, and has an extensive history in the media landscape. Radio is also 
an intimate medium that lends itself to personal storytelling and the amplification of 
marginalised voices. As Edmond (2014) further comments:  
[h]istorically, radio is the sound of a disembodied voice speaking, 
whispering, singing and crooning into the ear of another individual but 
experienced by many simultaneously. For a broadcast medium – that is, a 
medium fundamentally defined by the indiscriminate spray of 
communication from one point to many – radio has a surprisingly strong 
grip on the intimate (p. 3).  
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New audiences for radio have developed over the last decade, as listeners have 
increasingly started to tune in online with radio on-demand services, via podcasts, 
and related distribution platforms (Edmond, 2014). The rise of podcasting, an 'app'-
based digital derivative of broadcasting, has added further popularity to radio drama 
documentary, with programs such as the US-based Serial 8 that emerged from the 
well-known radio program This American Life.  
This American Life (1995), and its key producer Ira Glass, has had a profound impact 
on radio storytelling over the past 20 years. This American Life has established a new 
generation of radio listeners with an audience of around 2.1 million. It is produced by 
Chicago Public Media and is broadcast on over 500 stations (Lindgren, 2014, p. 64). 
The continuing popularity of the podcast series Serial has its roots in This American 
Life, and by 2014 had attracted a worldwide audience of 1.5 million listeners per 
episode, and was downloaded or streamed over 5 million times (Carr, 2014). The 
enduring popularity of the US based live event and broadcast radio storytelling 
program The Moth, has also been recognised internationally: "The Moth Radio Hour 
airs on 450 US radio stations, while episodes of The Moth Podcast – taking in stories 
from the main stage events and the more informal slam events – are downloaded 
more than 27 million times a year" (Donoughue, 2015, para 10). As The Moth’s 
Artistic Director Catherine Burns noted when she visited Australia for the 2015 
'Festival of Dangerous Ideas' 9: 
"There's something fresh about hearing a true story from [a person's] 
life," … 
"We live in a world where stories are so filtered. People are reading this 
article on a website; people turn on the TV and [a story's] gone through a 
cameraman, and someone has edited it, and there so many steps and so 
many people involved. 
                                                
8 A link to Serial can be found here: http://serialpodcast.org/  
9 The Festival of Dangerous Ideas is "an annual event that brings leading thinkers and culture creators 
from around the world to the Sydney Opera House stages and online to discuss and debate the 
important ideas of our time" (See: http://fodi.sydneyoperahouse.com/about/)  
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"So to just directly hear about something that happened from the person 
to whom it happened, there is something very old-fashioned about it, in a 
way, but also very direct." (quoted in Donoughue, 2015, para 12)  
The "old fashioned art of storytelling" in both live events and broadcast contexts in 
instances like The Moth, is successful because of its authenticity, and endures as an 
alternative to mainstream top down media. The Moth's influence on Australian public 
and community broadcasting sectors was felt long before representatives from The 
Moth arrived on Australian shores for the Festival of Dangerous Ideas in 2015 
(Edmond, 2014; Lindgren, 2014; Lindgen & McHugh, 2013).   
Australian radio scholars Mia Lindgren and Siobhan McHugh (2013, 2014) have 
explored the recent history of radio storytelling in Australia, with particular reference 
to the influence of American based programs, such as This American Life and The 
Moth. Lindgren (2014) undertook a series of interviews with 11 Australian radio 
producers from both the community broadcasting and public service media sectors to 
see what influenced their programs and their radio storytelling practice. The 
influence of storytelling as a feature of social learning has also been recognised by 
scholars (Hartley, 2013), and provides models for local producers to emulate, or 
mould and adapt for the Australian context. This American Life's international 
influence on radio and audio based storytelling extends to the community 
broadcasting and public service media sectors in Australia (see Edmond, 2014). 
Examples include ATB, which is heard on community radio stations around 
Australia and discussed in this chapter, and Now Hear This and Long Story Short that 
have been part of the ABC's Radio National programming.  
This chapter investigates how social learning occurs in ATB, a CoP that has formed 
in the community broadcasting sector around a loose adaptation of This American 
Life. It also considers an associated ATB project called Radio with Pictures (RWP). 
This kind of radio storytelling practice shares many features of co-creative media 
practices, such as digital storytelling, but with an absence of images (Spurgeon, 
2013). ATB’s audio based content can also take the form of personal narrative, long 
form journalism, or documentary. It is usually interview based, with an aim of 
amplifying previously unheard community voices. Social learning in the ATB CoP 
can be understood as an organisational strategy for self-maintenance and 
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perpetuation. Some of the social learning mechanisms that featured prominently in 
the ATB social learning system are discussed in this chapter, and include the 
technology stewardship provided by the participating stations and the wider network 
of community broadcasting stations, and also that of the ATB editorial team in 
relation to social media. The facilitating abilities of the Features Executive Producers 
(FEPs) to foster collaboration and peer learning are another important mechanism of 
the ATB social learning system. Flexibility in practice is another aspect of the ATB 
system that warrants consideration as a response to the challenges of volunteer 
movements and turnover and to tap into ways to create sustainable voluntary interest 
and content.  
Break-out successes with co-creative media practices emerge from the community 
broadcasting sector because it is positioned at the coalface of experimentation in 
audio content creation due to the largely voluntary nature of this sector, and a high 
turnover of producers who move on to paid work in the media industry. As Spurgeon 
(2013, p. 10) also notes, "[t]he Australian community broadcasting movement is 
built upon a philosophical commitment to enabling media participation by groups 
and individuals who, historically, have not been well served by commercial or public 
service media".  The sector is an important provider of both informal and formal 
training opportunities for career development. This learning is underpinned by a 
broad commitment to amplifying marginalised and under-represented communities 
by "providing a voice for communities that aren't adequately serviced by other 
broadcasting sectors" and "programming that caters to the needs and interest groups 
of their communities and contribute to and reflect an Australia that is an open 
society, a strong democracy and a vibrant culture" (CBAA, n.d, para 3).  
The sector is comprised of groups who have advocated and facilitated media 
participation for under-represented voices, including Indigenous, non-English 
speakers, and women. It has created opportunities for minority groups and 
communities of interest to learn how to tell stories via the medium of radio and 
newer digital media forms and platforms, such as podcasting, in addition to 
providing practical skills to move into paid media industry employment (Rennie, 
2006, 2011; Spurgeon, 2013).  Lindgren (2014) has argued that freelance and 
voluntary radio producers, like those in ATB, are leading the way in new formats and 
approaches, and that community and independent radio is demonstrating 
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experimentation and innovation. Indeed, in addition to a very successful program 
format built upon an active CoP and award-winning content, ATB has produced an 
outstanding alumni who have gone on to professional public service media careers. It 
provides a clear illustration of how the co-creative media practices of the community 
broadcasting sector are based in social learning. 
FBi Radio 
ATB originated at FBi Radio (94.5FM) which describes itself as an "independent 
community-based radio station", and is located in Sydney, Australia. It proudly plays 
50 per cent Australian music, with half of that from the Sydney music scene. FBi 
was established in 1995, and officially launched full time in August 2003 (FBi, 
2013). FBi is a largely a volunteer run station with a small core of paid staff. It is a 
member of the Community Broadcasting Association of Australia (CBAA), and is 
considered Sydney's only independent youth radio station. FBi is an: 
active and well supported radio station based in an affluent area in 
Sydney...It's reach and influence far exceeds its relatively small broadcast 
service area, partly due to its programming innovations, and also partly 
due to its effective use of all other platforms (Spurgeon, 2013, p. 11).  
FBi programming, including ATB, is distributed to stations across Australia through 
one of the community broadcasting sector's program sharing services, Community 
Radio Network, and on-demand via its website for listeners located anywhere in the 
country.  
All the Best 
ATB first went to air on FBi in 2010. The format was initially conceived by then FBi 
producers Jesse Cox, Brigitte Dagg and Eliza Sarlos. It has since evolved into a 
sustainable and innovative radio and podcast program. As noted on ATB’s website, 
"[w]e've been telling stories in a variety of different forms since 2010, picking a 
theme each week and using short form documentary, personal narrative, interviews, 
and fiction to tell our stories" (All the Best, n.d., para 1). At the time of writing, 
program production activity, not just the program itself, was distributed nationally, 
and shared with other community broadcasting organisations throughout 
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Australia, such as SYN Media and Triple R radio in Melbourne, Victoria and 4ZZZ 
radio in Brisbane, Queensland (All the Best, n.d.). Since 2012, ATB has received 
funding support from the Community Broadcasting Foundation (CBF), an 
independent not-for-profit organisation "that seeks, secures and distributes funding to 
support the development, creativity and sustainability of community broadcasting in 
Australia" (CBF, n.d., para 1). The CBF is supported by the Australian government 
via the Department of Communications.   
ATB sits in a 'pro-am' space (Spurgeon, 2013), and has made "some great 
documentaries in their own right" in a sector that is otherwise seen as a training or 
practice ground [Interview, Lopez, September 2013]. Although ATB is in the 
voluntary community broadcasting sector, and contributors to ATB are volunteers, 
the program also seeks to create opportunities for paid and freelance work for its 
successful storytellers and producers. The editorial and production processes are 
designed to develop stories deemed by contributors and producers to be of a high 
quality through collaborative processes of pitching, story submission and production. 
The quality of ATB’s work was recognised with a Young Walkley Award (a 
journalism industry award of national significance) in 2012 and it was the first 
community broadcasting program to achieve this award.  
The geographic distribution and formalisation of the editorial and production 
processes has coincided with rapid growth in the number of volunteer contributors, 
and also illustrates practitioner multi-membership. The program has grown over the 
last five years and resulted in the establishment of local state storytelling collectives. 
The location of ATB program collectives is provided in Table 2, which also provides 
a brief description of collaborating community broadcasters associated with ATB. 
ATB can also be understood as a multi-party collaboration (Bouwen and Taillieu, 
2004, p. 137) within the community broadcasting sector, even though it is 
qualitatively very different to the Creative Recovery Network discussed in chapter 5.  
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Organisation Description  Location - Australian 
State.  
FBi Radio Community radio station. 
Established 1995. The radio 
station where the ATB radio 
storytelling program originated.  





Youth orientated community 
media organisation which owns 
and operates a community radio 
licence. Radio focused, and 
targeted towards a young 
demographic of 12-25 years of 
age.  
Melbourne, Victoria. 
3RRR (Triple R)  Community radio station, 
established in 1976 as an 
educational broadcaster, and 
plays a role as an "independent 
media voice in Melbourne" – 
www.rrr.org.au  
Melbourne, Victoria.  
4ZZZ (Triple Zed)  Community radio station 
established in 1975, and born out 
of university student counter 
culture at the time. One of the 
most prominent independent 
radio stations in Brisbane.  
Brisbane, Queensland.  
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Radio Adelaide Community radio station, 
founded by the University of 
Adelaide in 1972, it is a radio 
station that aims to represent 




As illustrated in the above table, collaborative practice is fundamental in ATB’s 
growth, and an aspect of project facilitation, not only between producers and 
contributors located at FBi and SYN, but also interstate collectives and editorial team 
members. All of this activity is supported and facilitated by community radio stations 
and has resulted in the formation of a geographically extensive CoP. Participants are 
involved in a diversity of other intersecting CoPs. To this extent, the ATB CoP 
illustrates the concept of “multi-membership”. This was also discussed in chapter 5, 
but with a greater emphasis on cross-disciplinary practice (e.g.: health, education, 
CACD). In this example, ATB state coordinators have their own networks, and this 
can include informal connections to public service media (PSM) including the 
Australian Broadcasting Corporation’s (ABC) local radio stations.  
To further elaborate on Table 2, SYN Media in Melbourne is youth focused, and has 
programs in school, community and regional learning. SYN does not run any 
accredited programs, but as Ellie Rennie (2011) noted:  
SYN is happier in the field of informal learning, where discipline and 
conformity can't reach it. Self-motivated learning, via the media and 
practice-based organisations, suits its constituents. SYN also relies on 
schools to keep them going, 'funnelling' kids into their network – and 
providing an income base (p. 23).  
SYN members must be 26 years of age and under to participate and this requirement 
extends to SYN-based ATB activities. In addition to SYN, there is a collaboration 
with Brisbane's 4ZZZ, described as a radical and political community radio station, 
with foundations in counter university culture in the 1970s (Rennie, 2006). Triple R 
(or 3RRR) has an entirely different demographic. Similar to 4ZZZ, Triple R started 
in the mid-1970s, and describes itself as follows: "all Triple R's broadcasters have a 
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passion for what they present and are genuine music fanatics or devoted experts in 
their fields. The voices heard on Triple R are as varied as its listeners." (3RRR, n.d., 
para 3)  
Community radio programs such as ATB have a national reach, and collaborate with 
other stations to share their work further afield. This provides further opportunities 
for wider social learning. To explore ATB’s social learning system, similar to that 
illustrated in chapter 2, it is helpful to see the learning system in context, as 
illustrated in Figure 7. At the micro level of ATB’s social learning system are the 
contributors, who co-create stories with supervising producers and are typically 
members of state collectives. These contributors are volunteers and are attracted to 
the program to further their learning in audio content creation and storytelling 
practice. At the meso level, there is the editorial team from the collaborating radio 
stations (listed in Table 2), including the Features Executive Producer (FEP) who 
further mentors and produces these stories for broadcast. The editorial team also 
consists of volunteers who work more in a coordination and facilitation capacity. The 
FEP is the only paid position at ATB, managing and coordinating storytelling 
activities for the program. I will elaborate on these roles throughout this chapter as 
part of ATB’s CoP. At the macro level, there is the Community Radio Network, 
Community Broadcasting Association of Australia, and the audiences of listeners 
located in this wider sector. The following represents the wider system that ATB and 
its collectives inhabit.  
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Figure 7: Social Learning System of All the Best 
Further explanation of how social learning occurs in ATB’s CoP will be discussed 
throughout this chapter, with a particular focus on the meso level of this social 
learning described above.  
ATB's Community of Practice 
Peer learning is at the core of the ATB social learning system. The organisational 
structure has developed from key insights of early ATB producers into how best to 
support peer learning directed to the common goal of creating a weekly story based 
radio program.   
ATB's organisational structure is led by a Features Executive Producer (FEP). This 
position has been funded since 2012, when ATB secured funding from the 
Community Broadcasting Foundation (CBF). Experienced production staff are 
Listening Publics






Community Radio Network/ 
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1 Learning (micro level)
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3 Learning (macro level)
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valued in this role, not only for their production expertise, but also because they are 
attuned to the strengths, weaknesses and development needs of ATB volunteer 
contributors’ skills and talents to produce a program of quality. FEPs have 
professional and community radio experience. In earlier iterations of the program, 
the FEP worked in close association with an editorial team. The program evolved 
from an informal interview and music program of around three hours when it began 
in 2010, to a two-hour format, then one hour, before settling into its format at the 
time of writing of a community radio half hour program (27.5 minutes). Two former 
ATB producers interviewed for this research study acknowledged that this is very 
time intensive work due to the workload involved in producing a storytelling based 
radio program. The previous iterations of the program were far too long for a small 
voluntary team to maintain, and it was through evolving collaborative practice and 
experimentation that the program came to exist in this shorter format and with a paid 
FEP. At the time of writing, the FEP role (and funding) is shared between two 
producers, who facilitate, plan and curate stories for broadcast between them, and 
oversee implementation of editorial team plans for events, such as live storytelling 
slams, festivals and "bigger picture" projects [Pett, Interview, January, 2015]. The 
editorial team is composed of FEPs and state-based ATB collective coordinators. In 
2014, the FEPs were based in Melbourne, working out of SYN Media, and at FBi in 
Sydney. Heidi Pett, an ATB FEP, explained: 
it is a great way to work. It's a very collaborative process. We bounce off 
each other all day... 'hey what do you think about this?', and it's really 
nice actually to be able to have someone else to put my idea to... to say, 
'oh hey, I'm not sure if this is working... what did you think?' [Pett, 
Interview, January 2015].  
Creative collaboration was identified as the main benefit of sharing the FEP role. 
Other positions in the ATB organisational structure include executive producers 
(EP), supervising producers (SP), state coordinators, and the program's contributors, 
often organised as collectives around state coordinators. This process is discussed in 
further detail later in this chapter. All of these roles are voluntary and, in the case of 
the supervising producer and contributor roles, program participants can move 
fluidly between roles in order to develop expertise and production capacity skill sets. 
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There is a convergence between producer and contributor. Contributors frequently 
move between telling their story and producing another contributor's story. Varying 
forms of mutual engagement have evolved. As Wenger notes, this type of learning 
occurs "by establishing who is who, who is good at what and who is easy or hard to 
get along with" (Wenger, 1998, p. 95). ATB stories are produced collaboratively in 
small supervising producer and contributor teams. The editorial team of coordinators 
of the state collectives and FEPs usually meet monthly by Skype to discuss themes 
and other storytelling related events [Pett, Interview, January 2015].  
The ATB organisational structure can also be understood as a CoP. It supports a 
learning culture that a former FEP characterises as having a great sense of 
camaraderie, friendship and community spirit, and in which participants are keen to 
experiment, use feedback, and generously collaborate with each other [Lopez, 
Interview, September, 2013]. This was confirmed in interviews with all three key 
program producers, and with my online observations of the contributors’ Facebook 
group. The learning culture of ATB is also characterised by a strong sense of 
belonging to the ATB community as a whole and program loyalty amongst voluntary 
contributors. Encouraged by a team of FEPs and EPs, peer-to-peer learning and 
mentorship are the main modes of learning in the ATB system, as those with 
expertise move in and out of varying roles, based on emerging competence in 
storytelling practice (Wenger, 1998).  
Peer Learning and Collaboration 
Peer learning (see also Rheingold, 2015; Thomas & Brown, 2011; Wenger 1998, 
2001, 2006, 2011; Wheeler,  2015) and acknowledgement of the diverse skills that 
volunteers contribute to the program are features of how the producers and 
volunteers learn to tell quality stories. The producers interviewed commented that the 
complexity of the ATB production process requires contributing storytellers to 
collaborate with others and to seek complementarity of the diverse skills required in 
order to manage the workload and meet expectations in terms of production timelines 
and quality. As a volunteer organisation, it is also important that the ATB learning 
culture encourages skill sharing amongst participants. This requires the development 
of trusting relationships between contributors and producers to co-create stories 
through collaboration, in a way that does not burn out volunteer producers and 
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contributors by generating unmanageable workloads. Furthermore, contributors to 
the program are unpaid and often have other commitments.  
Collaboration provides an important means for reducing individual workloads and 
helps to retain contributors and their commitment to the program. A key role of the 
FEPs in ATB involves facilitating collaboration. This in turn requires them to 
develop a good understanding of participants’ skills and strengths, and to be good 
judges of compatibility in teams, in order to make accurate assessments of who will 
work best together and learn from each other across the ATB network. This skill is 
also applicable to state coordinators, who are familiar with their own group of 
contributors. FEPs demonstrate a keen awareness of the importance of being able to 
identify skills and aspirations, and to encourage and facilitate an environment in 
which contributors want to share skills.  
The practices of peer-to-peer learning through collaboration and skill sharing are 
duplicated across the ATB network, in and between the station based volunteer 
production collectives based at SYN, 3RRR and 4ZZZ (in addition to FBi) and 
identified in Table 2. Each collective is represented on the ATB editorial team by a 
state coordinator working in a voluntary capacity. The geographical reach of the 
ATB organisation is perceived by FEPs to be a strength of the program. It is an 
important factor that shapes what and how stories are told. The ATB organisational 
structure and learning culture make it possible to tell stories that are not told in other 
media and in new ways [Interviews, Caputo, 2013; Lopez, 2013].  
The editorial team finds ways to realise the value of the growth of the ATB network 
and its geographical distribution of state collectives. They encourage stories that 
address universal themes, but in ways that reflect the regional distinctions of 
contributing storytellers and their stories. This also creates an environment in which 
ATB encourages learning across difference, including differences in the geographic 
contexts of storytellers and stories. Maintaining participation across distance also 
creates logistical challenges. These are addressed through the user driven creation of 
a shared repertoire of online resources and development of processes for using, 
managing and renewing these resources. Technology stewardship for this activity is 
provided by the editorial team and takes the form of a repository of online resources 
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and a social media space in which all ATB participants share and contribute to 
ATB’s learning. 
The All the Best Community of Practice and Social Media  
ATB demonstrates a more ad hoc 'technology stewardship' (Wenger et al., 2009) to 
managing and engaging their geographically diverse volunteer community online, 
than the CRN discussed in chapter 5. ATB nonetheless engages contributors 
effectively online via freely available social media platforms for support and sharing 
ideas. ATB uses existing and well-established social media networks and platforms, 
including Facebook and Twitter, that their volunteers already know and use. It has 
evolved to include collaborative online software used in a structured way to engage 
geographically disparate individuals with available online resources, discussion and 
“a lot” of online collaboration [Caputo, Interview, September, 2013]. Contributors 
work online with story production materials, such as templates, guidelines and other 
production process documents, via the collaborative online software Google Docs. 
Contributors obtain access to the Google Docs materials after successfully signing up 
to the program. FEPs have discovered that ease of access to these materials helped to 
support and sustain contributor engagement with ATB, particularly through ‘crunch’ 
times in the production cycle, such as approaching deadlines. They also help to 
cultivate discussion of a shared understanding of expectations around issues such as 
the meaning and interpretation of broadcast quality. This also contributes to the 
formulation of peer review practices, which are discussed in greater detail in the next 
section of this chapter. 
ATB has a closed Facebook Group for contributors to share information, story ideas, 
invite collaboration and enjoy discussion. Greenhow (2011) and Greenhow and 
Lewin (2015) discuss social media environments as social learning sites in which 
participants can share information, receive validation on creative work, and feel 
supported. They argue that social media spaces demand a reconceptualisation of the 
boundaries of formal and informal learning, and provide a platform for ongoing 
participation and engagement.  The ATB case shows that the opportunities and ease 
of information sharing afforded by established social media can encourage 
“spreadable” learning (Banks and Potts, 2010). CoPs are nodes for information, 
dissemination, interpretation and, importantly, communication. Information that is 
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shared by one volunteer or editorial member, becomes information for everyone 
(Wenger, 1998). The ATB case illustrates how social media contribute to creating 
and sustaining CoPs, by linking geographically dispersed individuals and supporting 
the formation and maintenance of a collective identity, as well as building 
relationships, in this instance, around a shared practice of radio storytelling.  
In the period that this case study was in progress, the ATB Facebook Group was 
consistently active, with posts ranging from contributor proposals and discussion of 
story ideas, links of interest, information about paid work opportunities and editorial 
team meeting updates. There were 200 members of the ATB closed Facebook group 
as of March 2015, and this number represents registered ATB participants, as an 
invitation is offered to join the group once a contributor has signed up to contribute. 
Social media like Facebook afford relationship building technology stewardship 
(Wenger et al., 2009) of the kind developed by the ATB editorial team.  
Social media were also used to support communication at the macro level of the 
ATB social learning system although, in the main, this was more to take advantage 
of affordable and available means to promote ATB activities and interest online. The 
ATB editorial team also manage a Facebook Public Page, primarily for promotional 
purposes. At the time of writing, it had attracted 1,579 page 'Likes' (August, 2015), 
indicating wider interest. The ATB editorial team also manages a Twitter account, 
with 1,737 followers at the time of writing, to promote upcoming programs and 
events of interest. However, the most important use of social media by ATB is to 
cohere the ATB CoP by encouraging relationship building, and maintaining a 
collective identity in radio storytelling. These uses of social media are well aligned to 
the ATB peer-to-peer learning process (Wenger, 2010).  
Managing Volunteer Contributors 
Community media practice is fluid due to the turnover of volunteer participants and 
the largely unpaid nature of the community broadcasting sector (Fairchild, 2010; 
Howley, 2010; Rennie, 2006). This challenge is also common to co-creative media 
(Woodrow et al., 2015). ATB interviewees also frequently identified flexibility as an 
important capacity of both FEPs and the larger organisation for managing volunteers 
in this program. The current FEP at the time of writing, Heidi Pett, gave the example 
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of working with time poor contributing storytellers who often balance their ATB 
involvements with other employment and other commitments:  
I guess the other thing about working with so many volunteers is that you 
do have to be quite flexible... in that you're providing support to people, 
but also when you do have a broadcast deadline... you know, letting 
people know… 'I know you've got other commitments, but we really need 
the piece to be in at this time', so we're very clear with people that you 
know, if there's something happening in your life... if Uni's wrapped up 
(or whatever), we can push deadlines back, but we just need notice to do 
it.  So yeah, it's very back and forth, cos we... you know obviously we 
understand that we can't do our show without our volunteers. [Interview, 
January 2015]  
Although a deadline driven production process exists, FEPs have learnt through 
experience that most problems for volunteer contributors can be addressed through 
collaboratively developing a formal process of story development and production 
that ensures that stories are submitted in a timely fashion, so that the program is 
sustainable on this basis. Producers demonstrate organisational skills in addressing 
the challenges of voluntary participation by negotiating effective ways around 
changeable schedules and participation. Flexible processes also help build 
contributing producers’ capacity to self-manage workloads and flows. This is 
managed by formulating peer learning into a guided story submission process, as 
discussed in the next section.  
Formulating Peer Learning Via Guided Practice  
CoPs develop when they share learning, and produce outcomes of participation 
through what Wenger describes as processes of reification, or making into an object 
or artefact through participation. Such artefacts are considered by Wenger as 
boundary objects, and can take the form of documents, concepts or procedures 
(Wenger, 1998, 2011). Such an example is the ATB guided story submission 
process. This process illustrates this aspect of social learning through formalising 
peer learning structures through participation.   
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Guidelines were established, maintained and followed by all state collectives and the 
original program site itself, and provide a means to codify or produce a more 
formulised procedure in the story submission process to sustain quality content from 
ATB contributors. As former ATB EP Giordana Caputo explains:  
To begin with, they (the original producers in 2010) had their core group 
and their own idea of what they wanted to do. That has really grown and 
it's been nearly four years now. They've passed the baton on to other 
people, which is great in community radio, that a show doesn't die after 
one person has finished up with it. [Interview, November 2013]  
As facilitation and coordination responsibilities pass to new producers, so too do the 
accumulated and changing knowledge of best practice for producing ATB. This 
pattern and process of succession is not uncommon across community broadcasting 
as producers and volunteers move onto paid employment as media professionals or 
elsewhere (see also chapter 7; Rennie, 2011). Maintaining continuity in the face of 
constant change is an important part of community broadcasting practice, and is 
exemplified in the ATB processes which assume change in producers' tenure and 
regular volunteer turnover. “Practice is an ongoing, social, interactional process, and 
the introduction of newcomers is merely a version of what practice already is" 
(Wenger, 1998, p. 102). Caputo's comment points towards this key feature of 
community radio and the community broadcasting sector in general. It also helps to 
explain why social learning is so vital in this sector. As Wenger (1998) notes, 
"because the world is in flux, and conditions always change, any practice must be 
constantly reinvented, even if it remains the 'same practice'" (p.94). Change is 
inevitable, and ATB must adapt to this fluidity, while maintaining consistency in the 
practice. ATB has adapted and changed, but it is still recognisable as radio 
storytelling practice, underpinned by a CoP that ensures a reliable supply of story 
based content for stations and listeners across the sector. The program has changed 
direction and focus with the influx of new personnel based in an expanding number 
of locations, all the while drawing upon the knowledge developed by previous 
volunteers' efforts. Practice is not often stable, but combines continuity and 
discontinuity (Wenger, 1998, p.93). This can be a positive element, and not 
necessarily a challenge, if program producers are encouraged through the program 
practices to be flexible and open to new ideas.  
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The story submission process is a mechanism that provides continuity across 
collectives and has anchored the program during periods of change, for example, 
when there are changes in production staff. The process outlines how the shared 
expectations of participation and quality in storytelling are produced across the ATB 
network. As revealed in interviews and observation, the story submission process has 
evolved over time as a result of ongoing practice. At the time of writing, story 
submission had been formalised through the ATB processes of learning by doing as 
an eight step process. Figure 8 summarises the ATB story submission process, which 
is discussed in detail below.  
 
Figure 8: 8 Step Story Submission and Production Process 
'Pitch party' sessions are the first step of the storytelling process for ATB volunteer 
contributors. When a contributor signs up to be part of ATB, they receive a 
contributor welcome package that contains information about expectations and story 
submission procedures. The program has a regular call out for volunteers, and invites 
these prospective participants to a ‘pitch party’. Pitch parties occur regularly, and 
usually take the form of a one-hour monthly meeting of prospective storytellers. 
ATB storytellers are not compelled to socialise in this way in order to participate. 
They can also pitch their ideas online, using the collaborative software Google Docs. 
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Pitch parties fulfil a similar purpose to the 'Story Circle' in which the CDS digital 
storytelling method is anchored (Lambert, 2009, 2013). Like Story Circles, they are a 
process of sharing knowledge that exhibits intrinsic features of social learning 
(Wenger, 1998; Wenger-Trayner, 2015). Pitch parties have been incorporated into 
the formal operations of the ATB CoP because they have proven over time to be an 
effective way to activate and engage voluntary storytellers. They provide a safe 
environment in which ATB storytellers can flesh out ideas, lend each other expertise 
and share contacts. All contributors, whether experts or novices, are welcome to 
share what they know and contribute to producing meaning in this co-creative 
process. This process helps storytellers to solidify ideas into workable projects 
[Caputo, Interview, November 2013]. They expose story ideas to diverse 
perspectives and different angles, and support learning about the lived realities of 
participating storytellers and the larger social issues that these experiences bring to 
light. A pitch party is a platform for collective creativity and group brainstorming, 
where "learning depends on the collective production of meaning because it is by this 
process that experience and competence pull each other" or work together (Wenger, 
1998, p. 202). Pitch parties also play an important role orientating and inducting 
ATB newcomers to the ATB CoP  
The ATB CoP continues to be supported through informal mechanisms of group 
affiliation and through formal mechanisms, such as forms and documentation in the 
story submission steps that follow the pitch party. These are discussed below. The 
remaining stages of the ATB story submission process are, 2) formal submission of a 
story proposal to an FEP, 3) FEP selects a proposal, 4) record the story, 4) send a 
draft for editing, 5) submit the draft for feedback from an FEP, 6) the FEP responds 
with comments as feedback with questions and suggests for changes to 7) edit or 
amend as necessary and submit final copy of story, and 8) promote and broadcast 
final story. 
The story submission process provides a communicable structure to the ATB social 
learning system, as well as a bridge to other training and employment opportunities. 
As noted in Lindgren and McHugh’s (2015, p. 71) study, “All the Best puts in many 
resources into encouraging and teaching new and first time producers, and fostering 
their skills if they have pitched a strong story”.  FEPs are themselves an important 
resource and also play a crucial role in directing the resources of the ATB CoP to 
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where they are needed. FEPs are much more closely involved with individual story 
development from the second step. They make assessments about the level of 
support appropriate to the skills and interests of individual storytellers in order to 
progress the story development process, as well as providing editorial advice about 
directions in which story development might proceed. For example, some 
contributors may be allocated a supervising producer, usually a more experienced 
ATB contributor, to guide the process, depending on what skills would best suit the 
story, and the level of experience that the contributors themselves already have. This 
can also be done at a state collective level, particularly when allocating a supervising 
producer to provide a form of mentorship and guidance throughout the story creation 
process. This form of co-creative media practice also makes contributors aware of 
pathways for progressing through ATB and beyond. For example, the role of 
supervising producer is viewed by ATB volunteer contributors as an informal 
training pathway to professional media employment in community, public service or 
commercial broadcasting sectors. At the same time, it creates the opportunity to have 
stories workshopped and facilitated on a continuing basis.  
The practice of attaching supervising producers to stories once they have been 
accepted for ongoing development brings contributors of different skill levels into 
close ongoing working relationships with each other. Establishing one-on-one 
connectivity is important to strengthening contributors’ sense of belonging to ATB, 
and to the longevity of ATB. When new contributors join ATB, they also nominate a 
minimum number of stories they commit to pitching per year. This helps with 
planning, both in terms of the supply of program content from contributors, but also 
in facilitating the establishment of the interpersonal relationships with ATB 
producers. Producers noted that they try to make the experience of contributing fun, 
and supportive and, importantly, a process where contributing storytellers get some 
benefit out of it for themselves as well. This can include making new friends, 
increasing their networks, and promoting their work. It is important to program 
producers that the process is seen as a rewarding experience and that they are giving 
something back as well [Pett, Interview, January 2015].  
This aspect of making the process "fun and supportive" establishes trust and rapport 
in the ATB community, and contributes towards establishing a long-term 
collaborative relationship and mutual engagement between contributors and 
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producers. As Wenger et al. (2009) suggest, some communities make a point to focus 
on relationship building as a foundation for ongoing learning and being available for 
each other. CoPs with this perspective have a strong emphasis on knowing each other 
personally. This also provides a flexibility for volunteers to move fluidly between 
those roles as their expertise and interests flourish. A former FEP noted in our 
interview that the feature that she enjoyed most about her time at ATB was the sense 
that people were happy to share their skills as part of the collaborative process. Such 
relationship building also provides ways for people to get to know each other, and 
build their identities. It allows opportunities to connect informally beyond organised 
events, and allows networkers to act as connectors with other people (Wenger, et al., 
2009). Newcomers need to feel welcome, otherwise they will have a difficult time 
learning (Wenger, 1998, p. 101). Therefore, the induction process, and the 
subsequent supportive and welcoming atmosphere, sustains ATB's CoP by allowing 
the movement of newcomers from peripheral participation to full participation over 
their time in the ATB community (Wenger, 1998, p. 100).   
Progress through the story submission process is also supported by a formalised 
administrative structure, made navigable through the development and use of 
templates, forms and exemplars. These are provided to contributors from the time 
they apply to join the program. This structure aims to provide consistent criteria for 
story selection, as well as story development, and creates opportunities to learn from 
ATB archives. This provides shared reference points and suggestions for best 
practice for both contributors and producers alike. Expectations of practice outcomes 
for newcomers entering this learning community are articulated and illustrated 
through this structure, and also provide access to the ongoing critical dialogue of best 
practice that circulates through the ATB CoP. Although a creation of the ATB CoP, 
the story submission process is also formulated as it evolves into an administrative 
structure, consisting of story submission forms, documents and procedures. This 
process produces clear expectations over the course of the program’s development, 
which in turn support and enable participation in the ATB CoP. The ATB story 
submission process demonstrates the complex dependency of participation on 
procedural reification in the ATB CoP. It also helps to explain the resilience of ATB 
in the face of continuous turnover of personnel at all levels of this social learning 
system. 
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Ethics of Best Practice  
Experimentation leads to challenges in regard to external factors such as intellectual 
property (IP) issues and the ethics of personal storytelling, and this has been an 
important area of learning for ATB. Story ownership is a challenge in such personal 
storytelling. Storytellers are encouraged to invest heavily in their stories and the 
processes of making them, as a strategy for achieving the most powerfully affective 
stories possible with available resources. However, this sense of story ownership 
cannot translate to storyteller retention of all legal rights to their stories in the ATB 
context. Initially, ATB FEPs operated under the assumption that the ownership of 
ATB programs by default rested with the radio station which procured and managed 
program funding and other resources and, in effect, was the executive producer. 
However, as the program grew to incorporate interstate collectives and interstate 
radio stations, it was observed and noted in interviews that the issues around IP had 
become more complex. FEPs and EPs like Caputo note that story ownership is a 
complex issue that the production team has to manage, and describe this process as 
“a real balancing act”. [Caputo, Interview, November 2013]. Caputo had 
accumulated several years of experience in community broadcasting by the time she 
joined ATB, and worked on the development of a formal IP agreement between ATB 
storytellers and the legal home of ATB, FBi in Sydney.  
The community radio stations involved in broadcasting the program need to secure 
broadcast rights, but ATB FEPs also wanted to ensure that ATB contributors could 
benefit from their efforts if and as opportunities to do so arose. As a result, the 
standard IP agreement with volunteer contributors allows them to include their 
broadcast stories in portfolios and to re-purpose original work to take advantage of 
paid, non-broadcasting opportunities. FEPs have also formulated a strategy to 
consider, on a case-by-case basis, where a paid opportunity arises for the broadcast 
versions of stories. Transparency on the issue of IP and copyright is important to 
maintaining contributor and FEP trust in ATB, and FEPs are aware that IP 
arrangements need to be communicated upfront to contributors. Spurgeon (2014) has 
suggested that for community co-creative media practice there is no simple solution 
to managing IP that is "simultaneously legal, administratively manageable and fair to 
the storytellers and the facilitators involved" (p. 5).  
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Managing IP is a constantly challenging and complex learning process in the 
community broadcasting sector. Ongoing problem solving around complex issues 
(see also chapters 5 and 7; Blackmore, 2010; Wenger, 2006), such as the 
management of contributor IP, requires interpersonal and intercultural sensitivity and 
an understanding of legal and ethical processes. Caputo's experience in media law 
and ethics has been helpful in working through ATB IP arrangements and practices. 
So too is the legal expertise of volunteer contributors to the wider ATB CoP, who 
actively participate in the formulation of ATB IP arrangements and practices.   
Establishing trust and rapport in the processes of facilitating ATB volunteers extends 
to other areas of ethical concern, including concerns for storytellers’ physical and 
emotional safety, especially when working with sensitive personal stories, and 
managing the 'authentic voice' (see also Burgess, 2006; Lambert, 2013; McHugh, 
2014; Mackay & Heck, 2013, 2015). Personal storytelling also raises questions of 
ethical listening (Dreher, 2009), which are considered in chapters 5 and 7 of this 
thesis. ATB FEP Heidi Pett notes that managing ethics in personal storytelling is one 
of her key learning areas in relation to project practice:  
Something that I think we all are learning together is just about ethics in 
radio. A lot of the stories that we do are really, really personal stories, 
and we do get a lot of people who haven't been through any sort of media 
coms or J-school kind of thing, and even the people who have…ethics is 
something that I think is so fluid, and it depends on each story. And when 
you're telling a personal story it depends on your subject, it depends on 
what their boundaries are, and I think that's something that you learn as 
you go as well.  There's no point (I don't think) in having hard and fast 
rules about this is OK... this is not... because a lot of what we really do 
try to do is encourage people and empower them to tell their own stories, 
which I think is what's so cool about radio... because you do, you have 
someone telling their story in their own voice in their own words…you 
learn with people, and you learn about what their boundaries are. [Pett, 
Interview, January 2015]  
Pett’s comments here illustrate that ATB expectations, while generally 
transparent, are not set, but rather negotiated around context. Because there can 
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be so many variables in personal storytelling, facilitators "empower" ATB 
storytellers by scaffolding (Vygotsky, 1978) the development of individual and 
collective critical capacities to make judgements about what should be included 
in or left out of a story, as well as how it is most appropriately approached. This 
is as much a part of the experience of FEPs as they learn more about facilitating 
co-creative media practice, as it is for the development of ATB contributors’ 
understandings of the boundaries of practice. It requires learning by doing, and 
learning by experience (Wenger, 1998) on the part of all participants in the 
ATB CoP in the process of building relationships and ethical problem solving 
so that stories can be told. Pett provided a further example concerning the 
considerations for how the personal safety of storytellers is managed ethically 
by facilitators:  
So we always offer people (if we can) if it's a really personal story, 'you 
can change your name, you can be anonymous', and we've also in the 
past had people voice other people's stories if they're not comfortable 
having their own voice on there, if they don't want to be recognised. And 
that's something that you just kind of feel out as you go, and I've learnt 
way more about it... All of our contributors learn as they make their 
stories, and as they figure out what they and what their interviewees are 
comfortable with...it's really important to keep that in mind, 'cause we do 
try really hard to empower people to tell their own stories, and so you 
want them to be comfortable with what's going out there. [Heidi Pett, 
Interview, January 2015]  
Learning by doing is a fundamental way in which both facilitators and contributors 
learn in ATB, or to “feel out as you go”, as Pett described it here. It is a constant 
negotiation of meaning in practice (see also chapter 2). Facilitators and storytellers 
alike are constantly negotiating ethical practice. Engagement in practice entails 
engagement in external relations (Wenger, 1998, p. 103), including the ethics of 
interview practice, and learning to work in ways that maintain the trust of 
interviewees, volunteer contributors, ATB FEPs and the radio stations who are 
ultimately legally responsible for program content. Learning by experience is 
encouraged, rather than driving voluntary contributing storytellers with hard and fast 
rules as producers and facilitators alike learn together about radio storytelling 
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practice in the community broadcasting sector. This learning is about responding or 
listening to storytellers' needs and is an important ATB ethic. Amplifying 
marginalised voices requires sensitivity and consideration of safety concerns for 
storytellers (Hancox, 2012; Hartley & McWilliam, 2009). The commitment to ethical 
learning also has potential professional value beyond ATB. As McHugh (2014) notes 
in her research, which includes ethical approaches to responding to the sensitivities 
of personal audio stories told by her own storytelling students, "[t]his is a very useful 
quality for a journalist, important to gaining the sort of in-depth interviews required 
for feature writing and narrative journalism" (p. 151). This potential professional 
application also motivates aspiring ATB producers to learn how to manage ethical 
practice. 
Responding to Audiences 
Audiences are another source of learning about sustainable storytelling practice that 
have contributed to the program's evolution. For a variety of reasons, ATB had 
difficulty gauging an exact measure or demographic breakdown of listeners. 
However, the type of radio stations that ATB collaborated with to produce stories 
shaped and influenced producer understandings of audience interest and 
expectations. These radio stations are described earlier in this chapter, and are listed 
in Table 2. At first, stories had a very Sydney-centred focus, reflecting the FBi 
origins of the program. FBi is a station with a "young and hip" demographic [Caputo, 
Interview, November 2013], but as the program moved onto the Community Radio 
Network, and achieved national reach, producers began to instinctively move away 
from a Sydney-centric focus. FEPs and EPs noted in interviews that creating 
nationally relevant stories was initially a challenge, and that they responded by 
steering away from geographically specific references and turned instead to stories 
that addressed more universal themes. By developing an understanding of the 
demographics of ATB volunteers in the growing ATB network, as well as the 
listeners of radio stations affiliated with ATB, the program was able to respond to the 
increased diversity in their storytellers, and work on ways to tell stories of interest to 
geographically diverse audiences.  
Interviewees also explained the evolution of ATB to broaden the audience appeal 
and scope of the program. One practice that emerged to support this movement was 
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the development and circulation of themes for forthcoming programs to state 
collective representatives, and to ATB contributors via the ATB website. Themes are 
presented in advance as stimulus for story submissions, and contributors are able to 
pitch stories that focus on themes such as grief, empowerment, masculinity, and 
exploring life out of comfort zones. This practice serves to establish a common focus 
for storytellers and to boost motivation and inspiration. It also contributes to 
consistency of practice across state collectives that are composed of diverse groups 
of storytellers and develops a shared understanding of the types of stories that work 
well on ATB, based on station, audience and contributor feedback. The types of 
stories ATB chooses to tell also point to various issues and topics of wider interest 
for learning beyond the networked ATB CoP. In this way, ATB also demonstrates 
the greater freedom of community broadcasting to explore political issues than larger 
public service media institutions like the ABC. "We don't do news reporting. We do 
storytelling. But our storytelling has covered political themes, health issues, 
education... just listen to our show. Don't shy away from pitching heavy-hitting stuff 
to us" (All the Best, n.d.). Personal story elements contextualise such issues into a 
larger political landscape. 
The ability of ATB to understand and cater to their audiences has further evolved the 
style of the program in the Australian radio context.  
Partnerships with training organisations  
During the course of this research, ATB also collaborated with a not-for-profit 
Registered Training Organisation (RTO) that services community broadcasting in 
Australia, the Community Media Training Organisation (CMTO). This collaboration 
provides a bridge between informal, social processes of peer-to-peer learning, and 
the opportunity to learn via a professional development training organisation. ATB 
wanted to diversify the range of stories and storytellers, and partnered with the 
CMTO, who helped to facilitate a conversation between ATB and young people 
from migrant backgrounds in Western Sydney. This collaboration offers a formal 
media production training opportunity to young people in this demographic that is 
hosted by ATB and customised by the CMTO to meet the needs of these participants. 
It also provides a professional development opportunity to ATB FEPs and volunteer 
producers to learn how to mentor culturally diverse participants in radio storytelling. 
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It provides an opportunity for ATB producers to reflect upon the politics of self-
representation and how to encourage contributors to tell their own stories (Spurgeon, 
2013, p. 12). This initiative from the CMTO and ATB is called Become a Radio Pro. 
The callout was posted on the CMTO website, and was disseminated through various 
community networks. The collaboration with the CMTO allows participants to gain 
on-the-job training in a real world broadcasting environment and accredited training 
recognition. ATB mentors include co-founder Jesse Cox and emerging talent Gina 
McKeon. Social learning is indicated here by the involvement of experienced ATB 
alumni as mentors in facilitating practice with newcomers in effective practice and 
storytelling. This mentorship further brokers learning between professional and 
amateur radio production in practice, to increase opportunities for emerging ATB 
talent.  
Successful ATB stories are also used as exemplars of storytelling practice in a 
variety of formal and informal media training contexts. An award-winning story by 
ATB volunteer contributor Gina McKeon provides an exemplary instance of this 
practice. In 2012, Gina became the first in the Australian community broadcasting 
sector to win a Young Walkley Award for her story 'St. Vincents'. McKeon's story 
featured as part of a series called 'The Block', about an area in Redfern, Sydney. It 
explored controversy over a change in priests in charge in the local Roman Catholic 
Church in Redfern. The story was told through a series of interviews with local 
parishioners and community members. The Walkley judges commented that “...she 
[Gina McKeon] drew surprising confessions from those she interviewed, producing a 
powerful community portrait reflective of the broader schisms of the catholic 
church” (Walkley Foundation, 2012).  
McKeon's story is archived as an example of storytelling best practice on the Walkey 
Foundation, CMTO and ATB’s websites. An interview about her storytelling 
practice and techniques can also be found in the CMTO Audio Lab, a web based 
showcase of community radio best practice, intended to support self-guided learning 
by paid and voluntary producers across the community broadcasting sector (CMTO, 
2012). The documentation and archiving of McKeon's story creation process by the 
CMTO makes her process publicly available for those who want to learn via 
example, and shows how ATB articulates to a wider CoP in this sector. This is 
supported by the CMTO, who in turn contribute to ATB’s shared repertoire of 
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resources. The Walkley award also communicates the quality benchmark that ATB 
storytellers are setting for the wider industry. Amateur produced content does not 
necessarily mean amateur quality (Cox, 2012) and this award-winning outcome is 
used to demonstrate the talent and training capacity of the sector to volunteers and 
media industries at large.  
In addition to the above example, conferences hosted by a peak body for the 
community broadcasting radio licences, the CBAA, also provide a vital professional 
development arena for producers. Conferences are held annually, and allow 
community broadcasters from all over Australia the opportunity to network, establish 
collaboration, and access information pertaining to professional development and 
funding. Such professional development opportunities allow broadcasters to remain 
current in practice and training, and to learn within the wider sector. The CBAA also 
hosts awards that are nationally recognised, and provides opportunities for radio 
producers to be nominated in several categories. Such awards also produce a 
benchmark for the production of quality content, and therefore an expectation of 
what can be achieved through learning to tell good stories through ATB.  
Collaboration with training and professional development organisations and 
participation in national sector conferences assists in currency of practice, and 
enhances the skills of volunteers who facilitate in a coordination and mentorship 
capacity. As Wenger-Trayner (2015, p. 6) comments, "the more intentionally they 
[CoPs] are used, the strategic capability of the organisation or cause, the more likely 
to go through some formal process to be recognised as such". These formalised 
procedures learnt in these professional development contexts can be further 
disseminated by representatives throughout the informal peer-to-peer learning 
community via mentorship for wider benefit, and contribute to further guiding and 
establishing best practice, and an active community broadcasting sector on a wider 
systemic level.  
Another significant collaboration that led to further experimentation in project 
practice was in conjunction with the Graphic Festival and the Digital Radio Project 
(DRP) on a live event based production called Radio with Pictures (RWP). I will 
discuss this collaboration in the following section.  
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Radio with Pictures  
ATB was not the only program to experiment with storytelling in this sector. RWP 
was another illustration of learning through storytelling that was enabled through 
multi-level and multi-party collaboration. It was achieved by bringing together 
expertise across arts and community media networks. Community broadcasting 
allows people to try new things; this is not to say that expectations are low, but it 
tends to be more forgiving. Innovation also occurs as experimentation. Radio 
producers can make mistakes in community broadcasting, and take risks with large 
projects like RWP, as discussed below, and such problem solving and 
experimentation leads to valuable learning experiences.  
In 2012, as part of the wider rollout of digital radio services in metropolitan areas of 
Australia, the CBAA hosted a sector-wide project to assist with the development of 
digital radio. The Digital Radio Project (DRP) was an incentive to develop new 
technology in the community broadcasting sector. The DRP assisted in developing 
new ways to use image data that would be suitable for a live event broadcast. The 
result of this exploration was RWP, an event based radio program broadcast from the 
Sydney Opera House. RWP was created by Gabriel Clark with Eliza Sarlos and Que 
Minh Lu from ATB. Jesse Cox, one of the original co-creators of ATB, also 
participated in RWP and described it at as their “most ambitious project”,   
....  which is working in collaboration with the digital radio guys, as well 
as a whole bunch of graphic artists, musicians, radio producers and the 
guys who are producing this event are working vigilantly away into 
getting that online. But, just to take a snapshot of what, I guess, radio can 
be this is a 90-minute performance. It's performed live at The Opera 
House and it's got visuals from artists as well as audio and stories from 
radio producers and writers. Now, that is performed live simultaneously 
it's streamed online and via digital radio where you can actually see the 
pictures and it's made available as a vodcast. (Cox, 2012)   
The first RWP was broadcast in 2012 on digital radio channels through stations in 
the community broadcasting sector. A second version (2013) of the program was 
broadcast through the ABC's Radio National. A third iteration (2015) was broadcast 
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and distributed online by Cox’s own radio program, Radiotonic, a production of the 
ABC’s Creative Audio Unit. RWP's first iteration was partly funded by the Graphic 
Festival and the CBAA. The grant from the CBAA was to help stream the program 
through the digital radio network.  
The Graphic Festival, originating in 2010, is an annual event that runs over two days, 
and is held at the Sydney Opera House. Festival co-founder Gabriel Clark, a visual 
arts lecturer at the University of Technology, Sydney (UTS), sought a way to 
incorporate visual art with radio storytelling in a unique way (see also Edmond, 
2014; Spurgeon, 2013). The style of storytelling illustrated in RWP has a close 
alignment to the CDS method of digital storytelling in that it relies on personal 
stories and images, but differs in that stories are collaboratively developed and 
executed by creative practitioners working in their areas of expertise. The central 
premise of RWP is not to merely illustrate radio/audio stories, but to seek equitable 
collaboration in the storytelling process undertaken by small teams of visual artists 
and storytellers. RWP storytellers are paired with a comic book or visual artist. In 
some instances, these partnerships have occurred organically, as a result of pre-
existing relationships established in intersecting networks of creative practitioners. In 
other instances, the RWP producers and Graphic Festival Director Gabriel Clark 
brought together people unknown to each other, based on his assessment of 
compatibility and knowledge of their previous work. Co-creation is an intentional 
part of the process between seemingly diverse creative practitioners; those that 
would not otherwise be likely to work together given the typical nature of radio as an 
exclusive audio platform [Clark, Interview, November 2013].   
Digital radio has the technical capacity to carry visual as well as audio information, 
and many digital radio devices include a small screen to display this information. A 
combination of bandwidth constraints and regulation have limited the visual 
information of digital radio to text and still images. RWP content creators 
commented that reducing the images was a nice limitation (White, 2012, p. 14) and 
that it provides contributors with permission to be “raw and untested” [Clark, 
Interview, November 2013]. RWP is thus an experiment in the affordances of digital 
radio for new types of digital media forms and production methods. The success of 
the experiment depends upon developing a capacity to link the skills and resources of 
a dispersed co-creative media social learning system. The limitations of digital radio 
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provide a problem solving orientation and creative thinking is activated as a way to 
meet this challenge. This is not just an experiment that solves the technical problem 
of how images might be incorporated into digital radio content. RWP also 
experiments in connecting with new audiences in new ways. In the festival context, it 
is a cross between a live storytelling event, like The Moth, and a live broadcast of 
This American Life. It is also a real time radio listening event.  
RWP had garnered considerable pre-publicity and interest and the 2012 show was 
sold out. The concept of a "listening party" was developed in response to this high 
level of interest, as a way to increase the accessibility of participation in the live 
event to people who had missed out on tickets. Digital radios with screens were set 
up in booths at a local Sydney pub, and the overflow of the potential audience for the 
live Opera House broadcast could participate from there. It was a mass live listening 
experiment. A sold out audience encouraged further learning by problem solving and 
thinking of innovative ways to still include a large listening audience, and make 
further use of the new technology in the process (see Edmond, 2014; Spurgeon, 
2013). Edmond (2014) pointed to the quality of audience involvement in the shared 
space created by radio as a factor that makes radio an interesting experimental 
platform. While the audience members do not necessarily contribute directly to 
content creation, as listeners they are very much involved, as illustrated by the RWP 
2012 iteration that was "audience-centric in a way traditional mass media can almost 
never be" (p. 11). 
In an interview with Gabriel Clark I asked how he came up with the idea for RWP. 
Clark commented that he was inspired by This American Life, and the idea of live 
storytelling and comics [Interview, November 2013]. His background as a co-
founder of the Graphic Festival and his prior association with ATB presented an 
opportunity to experiment in this way that was also timely. RWP allowed the chance 
to experiment beyond the typical live comic book events that Clark had previously 
organised.  
As discussed at the beginning of this chapter, US based radio programs like This 
American Life have exercised a powerful influence and are a source of inspiration for 
the local Australian adaptations discussed here. Clark further mentioned that he 
learned a lot from obsessively listening to podcasts of This American Life and The 
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Moth, and then through ongoing collaboration with the producers at ATB, who had a 
track record of successful broadcasting work and experiences. Collaborating with 
varying levels of expertise from a diversity of practitioners in both radio and the 
visual arts contributed to the outcome. RWP illustrates how the practices of 'learning 
by doing' in the co-creative media system can also be understood as experimentation, 
as well as the productive potential of scaling up digital storytelling practice (Hartley, 
2009a; Edmond, 2014). 
Clark commented that the community broadcasting sector was a good place for RWP 
to start and also observed how learning in the community broadcasting context 
differed to that which occurred in the subsequent public service media (ABC Radio 
National) iteration of RWP in 2013. Community radio provided a good testing 
ground. ABC’s Radio National provided a very different “vibe”, and significantly 
increased production values. However, had it not been for the initial broadcast on 
community radio, there may never have been the chance to take it further to 
professional broadcast platforms. Clark commented:  
Even though we did do the Radio National this year, I wouldn't imagine 
that they'd be willing to take us on first go. In some ways, you can also be 
a lot rawer. You can make mistakes in community radio. So I think it's 
kind of good if in fact if you look at the two different shows, the first show 
is a lot rawer depending on the stories. Even the delivery of the 
images…whereas the Radio National show, it really lifted the game. It's 
really added a professional edge to it and I think just by nature of being 
associated with Radio National, suddenly phooom, production values 
changed. It was a very different beast. [Interview, November 2013]  
In regard to community radio being “a lot rawer”, as Clark noted above, Meadows et 
al. (2007, p. 4) found that community broadcasting audiences tune in to community 
radio because it is perceived to be accessible and approachable, ‘laid back’ with an 
'ordinary person' presentation style, and because it provides access to local news and 
information, diverse music formats, and a diversity in station programming. These 
findings align with other comments made by Clark, who said, "I think it's about ease 
of access to community radio. Things are easier to do whereas with more 
institutionalised organisations obviously they're going to be more bureaucratic" 
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[Interview, November 2013]. This accessibility and approachability makes it distinct 
from its professional industry sector counterparts, and appealing as a site for 
experimenting with amplifying authentic voices, and related social learning 
opportunities in learning by doing.  
Chapter Conclusion 
ATB has created a CoP that has evolved over time to train producers and co-create 
innovative content. It also opened up opportunities for amateur producers to create a 
portfolio of quality work and explore pro-am career pathways into paid media 
employment. ATB has provided a platform for amplifying previously unheard voices 
and improved this capacity through collaborations with sector organisations like the 
CMTO and other community radio stations. Fundamental to ATB was a CoP in 
which the program also developed the capacity to mentor, and develop skills in radio 
storytelling. 
ATB’s radio storytelling CoP has evolved over time in response to the needs of the 
program and its contributors. This has also been facilitated by FEPs and the wider 
CoP as they learned vital skills together, for example, how to recognise and develop 
diverse skills in program, station, and broader community contexts and to create and 
maintain a friendly and supportive environment. This has served to sustain new and 
current practice over time. It embraces newcomers and encourages them to bring 
new ideas to the program. Funding for an FEP allows the development of a flexible, 
guided story submission process, networks and a shared repertoire of resources for 
learning from experience that enhance communication and consistency in a sector 
with high volunteer turnover. This also helps Pitch Parties encourage a co-creative 
media approach to the development of participants’ stories as a means to share and 
develop knowledge, skills and resources. Participants move between mentorship and 
apprentice roles as individual skills and capacities are developed and recognised, and 
thus move from peripheral to full participation in the program. Multi-membership is 
also common with participants in the ATB CoP, due to the collaboration of interstate 
radio stations, and other participating organisations in the community broadcasting 
sector. Multi-membership also brings additional perspectives and expertise to the 
program, and provides an additional way to understand ATB’s audiences, and what 
sort of stories might appeal to these audiences. 
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One example of multi-membership by individual practitioners is Gabriel Clark, who 
leveraged his own network to bring about RWP. This in turn generated learning for 
those in his network by providing an opportunity to experiment, not only within the 
digital radio project, but also in a cross-disciplinary capacity between seemingly 
diverse mediums of visual art and audio storytelling as a means to create social 
learning opportunities. Similarly, Giordana Caputo’s networks provided diverse 
expertise with her connections to 4ZZZ, and as the National Training Manager of the 
CMTO. Multi-membership of practitioners like these is rich in all levels of the ATB 
social learning system. 
Technology stewardship provided by ATB has also expanded the physical geography 
of ATB practice. This includes maintaining input to the Community Radio Network, 
which supplies programs such as ATB to stations around Australia. Program 
availability helped to stimulate the formation of state based ATB collectives and has 
extended the geographic range of participation in the program and stories told 
through it. The use of freely available social media platforms and document sharing 
software supports participation in the distributed ATB CoP. The geographic spread 
and diversity of participants also helps learning about ATB audiences, and has 
shaped story development considerations and outcomes. 
Event based programs, such as RWP and resulting collaborations with training 
organisations, such as the CMTO and radio stations at a macro level, also provide 
opportunities to diversify practice and skills, to grow the ATB CoP beyond the radio 
program itself and to experiment on new platforms. This provides ways for 
producers to keep up with current and emerging trends in radio storytelling practice. 
The community broadcasting sector is a place where experimentation is encouraged, 
and the positive outcome of RWP highlights the success of such experimentation in 
this sector. 
At a meso level, ATB practitioners identify strongly as radio storytellers located at 
the coalface of the current resurgence of popular interest in podcast and radio 
storytelling. The influence of American models has helped to inspire this identity. 
ATB practitioners are also pro-active in finding new ways to experiment with and 
challenge existing practices, including through the development of co-creative media 
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practices. The facilitation of this storytelling practice allows learning on multiple 
levels in best practice, from the facilitator level to the wider sector level.   
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Chapter 7  - Citizen Journalism and Community Storytelling in the Cultural 
Sector   
If what makes a community of practice a community is mutual 
engagement, then it is a kind of engagement that does not entail 
homogeneity. Indeed, what makes engagement in practice possible is as 
much about diversity as it is a matter of homogeneity. (Wenger, 1998, p. 
75) 
Introduction 
The previous case study chapters have illustrated the importance of CoPs with co-
creative media practice and have foregrounded particular features of the social 
learning system in the community media and arts contexts, including storytelling, 
multi-party collaboration and multi-membership. This chapter turns to a case study at 
the intersection of the community media and galleries, libraries, archives and 
museum (GLAM) sectors. It takes as its focus the negotiation of meaning in 
emerging practice, and explores how CoPs need not always be agreeable (Wenger, 
1998). It discusses how conflicting visions of project practice shaped the program, 
and how the facilitators learned to identify themselves and the program in the 
process. CitizenJ was hosted by the State Library of Queensland's (SLQ) digital 
culture centre, The Edge, between 2012 and 2015. Established as an experiment in 
using citizen journalism as a foundation for participatory media programs in public 
libraries, it was also a multi-party collaboration with organisations in the community 
broadcasting and open training sectors. CitizenJ provided an experimental space for 
institutional learning about how participatory media practice might be used in the 
development of public culture. The means by which this learning took place was 
informal and social, and through the development of a CoP.  
Learning for program facilitators and coordinators occurred during the process of 
responding to voluntary contributors’ needs and interests, and in negotiating between 
collaborating organisations’ assumptions about citizen journalism, and actual 
practices that evolved in the experimental setting of a digital cultural centre. The new 
meanings of citizen journalism that were negotiated by participants in CitizenJ's CoP 
are treated here as insightful contributions to the larger discussion around citizen 
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journalism. This case study draws on interviews with a CitizenJ coordinator, and a 
facilitator who was also involved in the community broadcasting sector, as well as 
observation, publications, reports, and public websites. Field data collection was 
discussed in greater detail in chapter 4. 
Citizen Journalism Practice at the SLQ 
GLAM sector organisations have invited exploration into how collaborative 
storytelling contributes to wider social learning in a variety of ways, as the sector 
takes up the challenge of facilitating "community created content" (McShane 2011, 
p. 1). This chapter focuses on a specific instance of the library sector’s involvement 
in these new forms of public culture. By supporting content creation, including 
maker and hacker spaces that engage users in craft, media, technology and even 
horticulture, libraries now delve into new approaches to service provision beyond 
traditional information sourcing activities (Koh & Abbas, 2015; Slatter & Howard 
2013; Willingham & de Boer, 2015). Slatter and Howard (2013, p. 1) observe that 
community created content in these spaces enhances community engagement, 
develops a new form of library as a 'third place' and transforms "the library's image 
from that of a place where works are consumed to that of a place where works are 
created".  This is a strategic shift that responds to changing customer needs in an 
evolving information landscape and one that requires digital literacy skills, by 
providing opportunities for increased community engagement as a means to future-
proof libraries (Slatter & Howard, 2013). Lankes (quoted in Slatter & Howard, 2013, 
p. 3) notes, "the mission of librarians is to improve society through facilitating 
knowledge creation in their communities". Supporting community created content 
programs and environments fits this mission. These programs allow libraries the 
opportunity to broker digital technology with particular reference to storytelling for 
wider community learning.  
 The SLQ, in Brisbane, Australia, has been involved in many community created 
content projects, including multi-party storytelling collaborations (Burgess, Foth & 
Klaebe, 2006; Burgess, Klaebe & McWilliam, 2010; Hartley & McWilliam, 2009; 
Spurgeon et al. 2009). Hosting programs physically through various maker spaces, 
including The Edge, and virtually through its website, is one of the main ways in 
which the SLQ has participated in these collaborations. The Edge was created as a 
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model for the "library of the future" in 2010 (The Edge, n.d.). Bilandzic & Foth 
(2013, p. 255) describe The Edge as a community centre created for peer 
collaboration and creativity, as well as a place for flexible learning and 
experimentation. It is a physical space in which people meet, explore, create, share 
and discuss topics that are of interest to them. The Edge declares its main purpose as 
to explore creativity across the fields of science, art, technology, and enterprise. It 
sees itself as a visionary space for “creating creatives”, and has established itself as a 
"melting pot of ideas, innovation, capacity building, and experimentation" (The 
Edge, n.d.). CitizenJ was one of the experimental programs located at this centre for 
creativity and innovation.  
The focus on citizen journalism distinguishes this case study from other programs 
run by SLQ because of the way this program provided opportunities for social 
learning. Learning was not limited to the generic concerns for promoting and 
supporting the acquisition and development of digital literacy skills by library users. 
It was also concerned with learning through a user led approach about how citizen 
journalism might be developed in the library context as a form of public culture. It 
was envisaged as an opportunity to experiment towards similar programs to be run 
throughout the Queensland library network (Queensland Library Foundation, 2013). 
As the 2013–2014 CitizenJ Newsroom Coordinator comments, "I always think of 
journalism as that first rough draft of history...one of my mandates is to somehow 
bring the work of libraries, and for the State Library in particular, in closer 
connection with journalism" [Interview, Skjonnemand, August, 2013]. CitizenJ was 
a social learning opportunity for facilitators and the library itself in regard to how to 
best facilitate co-creative media in the library context.  
Citizen journalism is a highly contested term and practice (Allan & Thorsen, 2009; 
Bruns, 2008, 2010; Bruns, Highfield & Lind, 2012; Carpentier, 2011; Goode, 2009; 
Meadows, 2013; Tilley & Cokely, 2008) that has arisen in the era of user generated 
content and user friendly audio video recording technology. The status of news 
stories that come from the community rather than professional media organisations is 
often challenged in relation to ethical practice, validity and authenticity.  As Lasica 
(2003) has summarised:   
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'Citizen journalism' refers to a range of web-based practices whereby 
'ordinary' users engage in journalistic practices. Citizen journalism 
includes practices such as current affairs-based blogging, photo and video 
sharing, and posting eyewitness commentary on current events. 
Sometimes the term is used quite broadly to include activities such as re-
posting, linking, 'tagging' (labeling with keywords), rating, modifying or 
commenting upon news materials posted by other users or by professional 
news outlets, whereby citizens participate in the news process without 
necessarily acting as 'content creators'. In other words, the definition of 
citizen journalism does not have completely settled boundaries (Lasica, 
2003 in Goode, 2009, p. 1288) 
The CitizenJ program provided an opportunity to explore the concept of citizen 
journalism in a real world facilitated context, and made a practical contribution to the 
broader conversation about the practical requirements of this form of democratic 
media practice. Michael Meadows (2013) argues that community media contexts, not 
unlike those described in this case study, provide a very different potential for 
journalism practice to that of professional newsgathering media, which have 
historically been characterised by a one-way flow of information from producers to 
audiences (p. 47). CitizenJ was conceived as a collaboration of libraries and 
journalism practice in a digital media landscape in which participants would 
negotiate the practices and potentials of citizen journalism as a means "for 
generating, supporting and preserving commentary on issues of significance to 
society" (CitizenJ, 2013). This case study explores how citizen journalism practices 
were defined in this context through social learning, and how facilitators and 
voluntary contributors alike wrestled with identifying the practice, and themselves in 
it. For Wenger (2011), learning simultaneously involves the production as well as the 
practice of identity. This was observed in the CitizenJ program where participants 
worked together to produce and practice the meaning of their identities as citizen 
journalists and as citizen journalist mentors. Learning to serve the new 
understandings of citizen journalism that emerged from the CitizenJ CoP became 
“central to the community's identity and the way it operate[d]" (Wenger et al., 2009, 
p. 96).  Learning for facilitators occurred in the processes of responding to 
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participants’ needs and interests, and iteratively shaped project design and the 
practices supported by the program.  
The CitizenJ Social Learning System 
CitizenJ is the third and final case study of knowledge production and social learning 
through facilitated story creation using co-creative media practice. As a "pioneering" 
(Queensland Library Foundation, 2013, p.11) exploration of citizen journalism and 
related storytelling practices, CitizenJ created opportunities for interested members 
of the general public to engage in and learn journalism practice. CitizenJ was 
successful in attracting philanthropic support from Tim Fairfax AM, an Australian 
pastoralist and supporter of the arts and community education, through the 
Queensland Library Foundation (Anderson, 2013). Three streams of activity were 
funded: a newsroom, an experimentation fund and a public program allowing 
participants the opportunity to contribute to all three (CitizenJ, 2013). 
As with the other case studies, CitizenJ was a multi-party collaboration involving 
community broadcasting publishing partners, training partners and an event partner.  
Table 3 lists all partners involved in this collaboration, including The SLQ host site, 
The Edge.  
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Table 3: Partner Media Organisations Involved in the CitizenJ Project 
Organisation Type of organisation/Sector Assets, skills and expertise 
The Edge Digital Culture Centre 
attached to the State Library 
of Queensland (SLQ). 
Established in 2010.  
Cultural organisation in the 
GLAM Sector.  
Experimental centre aimed 
at providing publicly 
accessible workshops, short 
courses, shared 
collaborative spaces, 
activities and projects in 
the area of digital culture in 
the context of libraries and 
participatory media 
practice.  
Host Organisation.  
4ZZZ (Triple Zed) Established in 1975, and born 
out of university student 
counter culture at the time 
(see Rennie, 2006). One of 
the most prominent 




One of CitizenJ's main 
publishing partners with a 
focus on radio. 4ZZZ has 
long had its own 
newsroom, and has an 
'alternative' media focus 
(Rennie, 2006; see also 
chapter 5).  
Publishing partner.  
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4EB  "To provide the communities 
of Brisbane with a 
comprehensive ethnic 
broadcasting service" (4EB, 
n.d.). Brisbane based ethnic 
radio broadcaster in the 
community broadcasting 
sector.  
Not an original publishing 
partner, but one that 
broadcast stories co-created 
by a newsroom facilitator 
involved in the CitizenJ 
program.   
Publishing partner.  
AFTRS Open  The open learning branch of 
the internationally recognised 
Australian Film, Television 
and Radio School.  
Provided training in media 
skills at various times of 
the CitizenJ program. 





organisation that delivers 
both accredited and non-
accredited media training 
around Australia.  
Provided training in media 
skills. Involved in the first 
phase of the CitizenJ 
Program (2012).  
Training partner.  
The Walkley 
Foundation  
A foundation established in 
conjunction with the Media 
Entertainment and Arts 
Alliance (MEAA) in 
Australia. A focus on 
excellence in journalism 
across a variety of audio 
visual mediums.  
Not-for-profit organisation.   
Provided access and 
opportunities to free public 
talks from visiting industry 
practitioners and 
journalism and media 
scholars for CitizenJ 
participants and staff.   
Event partner.  
 
As described in Table 3 above, CitizenJ's publishing partners included local Brisbane 
community radio stations 4ZZZ and 4EB. It also had two training partners, the 
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Community Media Training Organisation (CMTO) and the Australian Film, 
Television and Radio School (AFTRS) Open program, in addition to an event 
partner, The Walkely Foundation. Benefits for these publishing partners and 
CitizenJ’s participants included content acquisition through cross-publication, 
opportunities to promote and engage more participants in training programs, and a 
link to industry for professional experiences for emerging talent from CitizenJ.  
In addition to working with community broadcasting partners, the program published 
on its own website, and experimented with a variety of free, publicly available 
publishing platforms (Wordpress, Twitter, Flickr, YouTube and Facebook) 
depending on the needs of the stories or contributors. This provided further 
dissemination of stories, general information and daily tips for those who were 
involved in the program. These publication platforms provided a broad form of 
digital habitat with multiple forms of publishing access for its contributors. 
Wordpress, an accessible and customisable blogging platform, was the central 
publication site (see Figure 9) for CitizenJ, and the social media platforms mentioned 
here will be discussed in detail later in this chapter in reference to the program’s 
technology stewardship and the online engagement of project contributors.  
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Figure 9: Front Page of the CitizenJ Website, Created From a Wordpress 
Customisable Template 
This case study analysis is concerned with learning at all levels of the CitizenJ social 
learning system, which is represented schematically in Figure 10. At the macro level, 
The Edge wanted to know more about the needs and interests of the changing SLQ 
user communities in order to engage and expand them. Community broadcasters 
were hoping to develop a new program supply to leverage content from diverse 
sources that also further engaged its listening publics. At the micro level participants 
were interested in developing multi-platform storytelling skills and building personal 
portfolios. The creative tensions that emerged from the convergent and divergent 
interests in CitizenJ were managed at the meso level by CitizenJ coordinators and 
resulted in a type of citizen journalism with an increased focus on ‘community’ or 
‘human interest’ stories (Anderson, 2013). As with other chapters, however, this 
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chapter concentrates on the meso level of the CitizenJ social learning system, and 
what project coordinators and facilitators learned. It also draws attention to the 
importance of identity in CoPs, both at the individual micro level of project 
facilitation and at the collective meso level of CoP and project management.  
 
Figure 10: Social Learning System of the CitizenJ Program 
The micro level of the CitizenJ learning system was made up of the volunteer 
contributors who learned about journalistic practice in the processes of sourcing and 
publishing stories for the CitizenJ website and other publication platforms. Their 
learning occurred through these processes and was enabled by participating in 
workshops and interacting with peers and CitizenJ facilitators. Potential contributors 
were invited to join the program through various channels, including the CitizenJ 
website, which explained the project in the following terms:  
Listening Publics














1 Learning (micro level)
2 Learning (meso level)
3 Learning (macro level)
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CitizenJ is a pioneering new-media journalism project aimed at giving 
everyday people the platform to tell their stories and equipping citizen 
journalists with the credibility to make sure these stories are told well. 
The program also aims to recognise libraries as a key part in the 
information services industry and to explore their potential for generating, 
supporting and preserving commentary on issues of significance to 
society (CitizenJ, 2013). 
The program aimed to impart relevant storytelling skills and knowledge to the 
general public so that they could share local, personal and topical stories, and sustain 
the development of these skills to continue to do so. 
The meso levels of the CitizenJ social learning system were occupied by CitizenJ 
intermediaries, such as the facilitators and project coordinators employed to manage 
different aspects of the project – notably the newsroom coordinator, who had overall 
project management responsibility. Learning at the meso level occurred through 
interactions with participants at the micro level and other parts of the SLQ and 
external partners at the macro layer. During the course of this study, CitizenJ had a 
staff of one newsroom coordinator, Ursula Skjonnemand (the second coordinator 
since the program’s inception in 2012), and two newsroom facilitators. Over the 
course of the study, facilitators involved in the program had been previously 
employed in professional journalism practice, had come from local community radio 
stations (4ZZZ and 4EB) or were involved initially through an internship program at 
The Edge (Anderson, 2013).  
Experimenting with Participatory Media Practice 
CitizenJ experimented with diverse genres of storytelling, from journalistic news 
articles to personal narratives, including digital storytelling. Although the CitizenJ 
program did not work primarily with personal storytelling, it encouraged 
collaborative storytelling by everyday people (Thumim, 2009) in a facilitated 
context. CitizenJ's newsroom coordinator, Ursula Skjonnemand, said:  
There was a lot of conversation that happened between stakeholders and 
people here at The Edge, part of the State Library of Queensland. The 
Edge works with the borders between art, science, IT, etc...so it's very 
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much that pushing the boundaries type programming, and they had a 
citizen journalism catalyst. And after that they realised the community 
media organisations and the media industry, in general, really needed a 
space to experiment with citizen journalism and co-creating and co-
sharing news content. So, that's how the idea was born [Interview, 
August 2013].  
A need was identified in these sectors to have a space in which to experiment with 
such new media practice, and to learn how to facilitate this effectively in program 
delivery. Within its larger institutional context of The Edge, CitizenJ was 
intentionally a project of experimentation: "CitizenJ pushed the boundaries of 
journalism, trialling a ground breaking model for sourcing, developing and 
publishing community news" (Queensland Library Foundation, 2013, p. 10). CitizenJ 
invited social learning opportunities because it was largely experimental, and 
involved a collaboration of a diverse range of stakeholders (see Table 3) and 
participants.  
Addressing the experimental aims of The Edge and the CitizenJ program, an 
'Experiments Fund' worth $30,000 was established as a one-off initiative to resource 
the development of ideas through activities that would be embedded in the CitizenJ 
program. This was a way to bring journalism practitioners and scholars to the project 
who could contribute new knowledge to and from all collaborators and levels of the 
project. 
Five projects were supported through this initiative:  
• 'The Tech Street Journal' (tsj.io) - a website that aimed to promote and 
disseminate stories of technology development in Queensland.  
• an AR (Augmented Reality) Drone as an aerial image capture device 
• a study of CitizenJ participants’ motivations and experiences  
• a data visualisation engine, and  
• a collaborative audio visual story project that aimed to make information 
entertaining.  
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Experiments Fund activities also supported CitizenJ facilitators with current 
awareness of digital media technologies and practices, as well as insights about 
CitizenJ participants. Two Experiments Fund recipients were university-based 
researchers. In this way, CitizenJ was also able to broker learning between the 
tertiary and community sectors. This proved to be a crucial link, as many CitizenJ 
contributors turned out to be final year undergraduate journalism students from local 
universities (Anderson, 2013). Community media scholar, and an Experiments Fund 
recipient, Dr Heather Anderson (2013) embedded research into CitizenJ that 
contributed to the facilitators' and the CoP’s learning about the motivations of 
CitizenJ contributors. This helped CitizenJ coordinators, and The Edge itself, to 
understand contributors’ interests in the program. Anderson noted how contributors 
were drawn to CitizenJ for a variety of reasons: 
Participants said they initially heard about the CitizenJ program from a 
wide variety of sources and around one third couldn't name a specific 
source. 
39% - involvement at community radio station 4ZZZ.  
28% - contact with The Edge 
22% - directly contacted by CitizenJ staff.  
Participants indicated a variety of reasons for their involvement. The two 
most popular reasons related to the philosophy of the program and the 
participants' career/studies. Other reasons included (in order of 
popularity) skills acquisition, publishing opportunities, and 
creativity/innovation. (Anderson, 2013, p. 5) 
The newsroom coordinator attributed her success with recruiting contributors 
through direct contact to the opportunities CitizenJ provided to experiment outside 
structured educational institutions. Ursula Skjonnemand further commented:  
So that's been a big selling point for people to become involved is that 
CitizenJ is credible... If they're a student of university, it's not just 
publishing in the student publication, it's something external and that's a 
great boost for their CV. [Interview, Skjonnemand, August 2013] 
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CitizenJ was particularly attractive to final year and graduate journalists seeking to 
expand their publication outcomes and improve their employment prospects. These 
contributors came to CitizenJ to learn in a real life setting, and for the opportunities 
to publish their work provided by this platform for an independent media voice. 
Although, participants did not gain formal credentials, such as a certificate or 
diploma, they gained published articles to contribute towards a professional 
portfolio.  
Although CitizenJ was experimental in respect of journalistic practice, it was also 
steeped in a long history of well-established institutional prior learning and practice. 
CitizenJ was an experiment in diversifying its information curation and archival 
record keeping methods through participatory media methods. It was conceived as a 
participatory form of social history, as well as a process for record keeping, and a 
store of social history records in story form [Skjonnemand, Interview, August 2013). 
As the newsroom coordinator added:   
So, it's about valuing that this is community information. This is 
information about who we are socially, who we are as a society, who we 
are financially, etc. So, it makes sense for the community to be involved. 
Like I was mentioning before, the library collects all of the newspapers. 
They collect commercial mainstream media. That's the first rough draft of 
history. But it's not the only social history that's being created so we 
should have been doing it a long time ago actually. Allowing the 
community to be involved in the creation of that content that their 
children's children are going to access about what was our community 
back then. [Interview, Skjonnemand, August 2013]  
CitizenJ contributed to the SLQ’s learning about citizen journalism's potential place 
in record keeping, and its prospective contribution to societal learning in a library 
context. The program also enabled the SLQ “to move up the publishing value chain 
by providing users the opportunity to create their own news content" (Queensland 
Library Foundation, 2013, p.13) and contribute to participatory publishing.  
Viewed from a social learning perspective, Wenger (1998, p. 87) observes, "practices 
evolve as shared histories of learning. History in this sense is neither merely a 
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personal or collective experience, nor just a set of enduring artefacts and institutions, 
but a combination of participation and reification intertwined over time". Although 
CitizenJ was short-lived, it was possible to observe in this case how learning about 
the production of a certain kind of history occurred through the interactions of the 
elements of time, collective and individual experience, institutional intent and the 
project’s experimental processes of participation and reification. It was also observed 
that these interactions were neither seamless nor friction-free. The program had an 
aim of creating participatory social history but, at the same time, introduced 
experimentation that disrupted traditional journalistic practice and produced tensions 
in regard to project identity and expectations of storytelling approaches and 
practices. Consequently, the particular practices, project and facilitator identities 
developed in an unexpected way, which is explained in the remainder of this chapter.  
Responding to Contributors 
CitizenJ was a facilitated program, but it offered somewhat flexible parameters. As 
such a program needed participants to thrive, responding to contributors' interests 
became fundamental. In this experimental program, the learning from the facilitation 
staff was largely influenced by the responses and feedback from the CitizenJ 
community. It was a process of learning by doing and shaping practice around how 
participants preferred to work.  As the newsroom coordinator noted:  
And so I found that the contributors varied. Some really appreciated 
feedback and input. Others, again, largely to the point of “you're trying 
to push me towards a professional model when I'd rather be open, 
organic citizen journalist” really didn't like having their piece massaged 
too much. And from quite early on, I made a decision that we would only 
change spelling, grammar, and punctuation. Other than that, the changes 
would be in consultation with the contributor. The issue with that is it 
often took several days, several encounters back and forth to actually 
bring the piece to something that worked for both contributor and the 
publisher. And that was a cause of friction for a lot of contributors and 
particularly with our facilitators. They all had different modes of editing 
and if more than one person was involved in reviewing and feedback on a 
story, it got complicated and the contributors said, "You don't even know 
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what you're doing. Leave me alone." [Interview, Skjonnemand, August 
2013) 
Skjonnemand ’s comment here illustrates significant issues that project facilitators 
encountered in the process of learning about facilitation in this project, and the 
diversity of participating contributors’ interests. At one stage, the story submission 
process had become too time intensive for both parties and this impacted on 
publishing outcomes and deadlines. As also noted in interviews, and Anderson’s 
(2013) Experiments Fund report, there were varying interpretations of citizen 
journalism practice within the CitizenJ community. This affected how contributors 
responded to the editing and story submission process, and thus impacted on how 
both the program and facilitators identified their roles in this process, particularly in 
regard to the level of scaffolding (Vygotsky, 1978, 1986) contributors preferred in 
the story submission process. Styles of facilitation varied between newsroom 
facilitators and this caused some disagreement in practice. Friction was a component 
of the project’s social learning, and highlighted how CoPs need not always be 
agreeable (Wenger, 1998, 2011). Social learning was further demonstrated in 
learning to understand just how facilitators themselves worked best in this context, 
given the different styles of editing, and what style of feedback contributors wanted 
to receive. The process became a balancing act that was learned though doing, 
participating and negotiating in practice. The process was shaped, moulded and 
evolved over time as the program progressed. There was considerable navigation 
through style of facilitation, and interpretation of the desired level of scaffolding that 
appealed most to contributors’ way of working. The newsroom coordinator learned 
over the duration of the program that actively listening and responding to 
contributors’ needs was fundamental in feedback on work produced, in addition to 
how the project and its participants identified themselves in practice [Interview, 
August 2013]. As Wenger notes, the term “community” usually has positive 
connotations, however, this is not always the reality. A shared practice is one that 
connects participants to each other in diverse and complex ways, thus “most 
situations that involve sustained mutual engagement have their fair share of tensions 
and conflicts” (1998, p. 77).  
It was not only levels or style of this facilitation that varied, but the project’s identity 
was also negotiated in how contributors responded to this feedback, and what they 
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themselves wanted to gain from the project. A further tension noted in project 
participation by a CitizenJ facilitator and the second newsroom coordinator was the 
purpose of the program as a forum to experiment with citizen journalism for an 
activist or a human interest voice.  
So when I first came into the project, it was more focused towards 
corralling a bunch of willing citizen journalists to cover an event together 
in different forms so everyone would have a job and they would be given 
a project, an assignment to do. It didn't really work for the reasons that I 
mentioned earlier. People wanted to do their own thing.  
And next we moved into throwing a whole bunch of story ideas at people. 
Particularly newsworthy story items. This event's happening here, this is 
happening now, this is happening in this particular area. Also didn't 
work. That was a complete failure in terms of this particular project. So 
then it was largely, okay, let's be a little bit more flexible (a) with 
deadlines because they hadn't been met to that point, very rarely, and (b) 
story choice and see what happens. So we were very surprised to see that 
they're very community focused and very, very little politics, which is 
really interesting to me. I expected there to be a lot of activist people 
involved. We didn't attract that group.  
And whether that's to do with our rules that stated you had to balance 
controversial stories or whether it's because we're part of the state 
government and people really wanted to test the waters before they went 
that far, I'm not really sure. [Interview Skjonnemand, August 2013] 
This comment illustrates that there were a few issues highlighted here as significant 
learning. The first of these was not unlike the radio storytelling case study explored 
in chapter 6, in that facilitators had to learn to become fluid and flexible in their 
facilitation with voluntary contributors, thus creating a more formalised practice 
around this fluidity to contribute towards sustainable practice. Secondly, a change in 
coordinator also led to a change in approach, as it was learnt that contributors really 
varied in what they were expecting from the program, and what was feasible and 
practical to provide. CitizenJ had earlier been established under the tenure of another 
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newsroom coordinator and it was initially planned as a more traditional newsroom 
but, at the same time, with an activist focus, particularly given partnerships with 
activist community broadcasting organisations such as 4ZZZ. However, as practice 
was further negotiated over time, this was not as feasible as first anticipated for a 
variety of reasons. For example, this pointed to an issue in regard to the type of 
participation the program attracted. In this instance, the publication evolved more 
into a community storytelling project, but attracting activist participation was, at one 
point, a concern. There was some concern that despite the activist partnership of 
publication platforms, such as 4ZZZ, the activist group was perhaps the least 
engaged in the CitizenJ community. This provided tensions in regard to the project’s 
purpose, and some organisational conflict with mission and ideologies. A key 
learning was finding the project’s collective identity, in addition to how the 
facilitators identified themselves as either activist or community storytellers. The 
issue also highlighted the institutional histories of learning in this project between a 
large conservative institution of a state library and a more activist publication 
partner. Additionally, this highlighted the multi-membership of facilitators in this 
particular project. Facilitators moved between working within two different 
organisational contexts (e.g. 4ZZZ, SLQ) and also had to negotiate meaning around a 
practice that itself was still evolving in the CitizenJ program.  
As a result of these tensions, the project focus moved from short hard news pieces to 
long form journalism practice. This was also largely a result of participants and 
deadline limitations, as mentioned earlier, and this had a significant influence on the 
emphasis of the activist and human interest story voice within the project. As further 
noted by the newsroom coordinator:  
The most surprising and important thing that I've learned in this 
particular program, the way that this program works as opposed to 
others around the world, is that citizen journalists (or) our contributors 
feel that we are providing them a service and that's quite fair because 
that is how we've portrayed CitizenJ. So, the run on effect of that is that 
they're not interested in being given an assignment. They're not told what 
to do. They are very independent at choosing their own stories, going 
with their own method of storytelling. Which has been wonderful because 
it's enabled us to see really what the community thinks is important and 
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how it feels it's important to tell that story. [Skjonemmand, Interview, 
August 2013]  
Providing a service allowed volunteer contributors more free reign on content 
interests and, as result, changed the focus of the project towards a community 
newspaper model. It was learnt that long form journalism and community orientated 
storytelling were also where CitizenJ's participants' interests lay, and this too is the 
direction that participants in the program took. This also demonstrated that long form 
journalism and related community storytelling practice lends itself quite comfortably 
to the unpaid sector of community media. As there was less emphasis on deadlines, 
more time was given to engage in a story in a long-term capacity. This was also 
noted in community broadcasting sector radio storytelling programs in chapter 6.  
Learning to Balance the Activist and Human Interest Stories  
As discussed earlier, participant contributors were trained by professional journalists 
in a government funded cultural institution, with publishing partners in the 
alternative and community broadcasting sector. From a social learning perspective, 
Wenger (1998, p.191) suggests, "we identify with a community and conversely, are 
recognised as a member of a community". This did, however, provide some 
challenges as to how the practice was defined and how participants identified 
themselves in the process. There was some difficulty in how CitizenJ facilitators and 
contributors identified themselves in this community. As the newsroom coordinator 
further commented, “…the balance between the community voice or the citizen 
journalist voice and having a credible pace that flows and makes sense and is in the 
right order. That balance is so amazingly difficult. I can't even tell you". [Interview, 
Skjonnemand, August 2013]. Heather Anderson (2013) noted from her earlier 
research that the participants themselves had trouble defining the term 'citizen 
journalism', and this had resulted in learning for the project, and how it identified 
itself and the practice to the wider community:  
Three major themes arose from discussions about the definition of the 
term "Citizen Journalism". Most prominently was the theme of the 
ordinary person being given a voice. The second main idea was based 
around the role Citizen Journalism played as an alternative to mainstream 
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media practices and, thirdly, was the political or activism element to the 
concept. It should be noted that there was a contradiction at play in the 
way a number of participants defined Citizen Journalism when placed 
within the context of broader discussion. While a significant number of 
participants recognised Citizen Journalism as a platform for the Ordinary 
Person, there was also great emphasis placed on the "professional" or 
"credible nature" of the CitizenJ program. (p. 6)  
Anderson's summary also related to a comment by the newsroom coordinator in 
learning what contributors wanted to gain from the program, and how she herself 
found challenges when describing the CitizenJ program to others in mainstream 
media [Interview, Skjonnemand, August 2013]. This was a particular issue when it 
came to the purpose of the type of community voice the program wanted to nurture. 
Defining the practice in this context also provided some seemingly conflicting 
organisational ideologies with publishing partners in which to learn; particularly in 
regard to the balance of the activist and human interest story voice, and how citizen 
journalism is defined.  
The institutional ideologies between The Edge and publishing partners such as 4ZZZ 
provided some identity conflicts. 4ZZZ is often regarded as an activist media 
platform in the Brisbane community. Its values include diversity, creativity, 
independence, objectivity, individuality, community and youth engagement, 
relevance, organisational transparency and social justice. 4ZZZ's mission statement 
states that the station is to be "an influential player in increasing awareness of the 
concerns of marginalised communities, their issues and music”, (4ZZZ, 2011) and 
their motto is "agitate, educate, organise" (4ZZZ, 2011). This suggests an activist, 
informative and social change voice in the local media landscape. 4ZZZ (or 4ZZ as it 
was first known) was born out of the student counterculture in the 1960s, when 
Brisbane was politically and culturally conservative (Rennie, 2006). In 1975, when 
4ZZZ began, it was one of the first community radio stations to be awarded with a 
charter to broadcast 'rock and roll'. Although 4ZZZ has been renowned for its 
influential music programming, it has an important, "if not dishevelled", news 
service (Rennie, 2006, p. 105). Andrew Bartlett, former Australian senator and long 
term 4ZZZ radio announcer, described the beginnings of the station: "most of the 
people who worked so hard in the early 1970s to set up 4ZZZ as an independent, 
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community-based media outlet for alternative political and cultural voices would 
have been likelier to use phrases such as 'oppressive backwater' or 'police state'" 
(Bartlett, 2015). The 4ZZZ newsroom is still active today and the collaboration with 
The Edge and CitizenJ provided valuable opportunities to explore this further in a 
community learning program.  
To summarise this relationship, it was noted in interviews that 4ZZZ was very 
interested in new ways to work, to collaborate, and to generate stories to leverage off 
the voluntary participation that they already had. CitizenJ had a syndication 
partnership to broadcast any audio stories that came through the project. This was 
applicable to 4EB as well. CitizenJ enabled volunteers of 4ZZZ to also syndicate 
their content through CitizenJ, which provided the opportunity to extend the life of 
these radio stories. This also provided the opportunity to share content, resources, 
and the stories, and was considered very valuable for all of those broadcasters. 
However, at times this was a challenge. Balancing the activist voice was a point of 
issue for one of the facilitators from 4ZZZ, who suggested that he was not 
comfortable with the direction CitizenJ was taking towards a "community 
newspaper" model and that, at times, he found the program rules limiting and 
confusing in relation to certain types of news gathering, such as contacting 
politicians, covering protests and related reporting. This was particularly so in 
relation to how he defined citizen journalism practice [Interview, January 2014]. The 
coordinator agreed that attracting activist participation may have been an issue in 
regard to how participants may view the publishing and auspicing partnerships, and 
perceived this as a lack of freedom to explore issues that may be otherwise 
controversial [Interview, August 2013]. This alerted coordinators to the issues of 
seemingly contrasting ideologies of the government institution of the SLQ, and the 
more independent and outwardly political radio station 4ZZZ, and whether this did 
indeed indicate a mixed message to engage greater and more politically diverse 
participation to the program. This may also have been a result of strict program rules 
that were established as part of the program (discussed further in the next section) or 
just a general disinterest in a library based program from a more activist 
demographic. Nonetheless, rules and ethical practice were explored and became a 
significant part of project practice.   
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Anderson (2013) noted in her CitizenJ report that contributors were drawn to this 
program because of its credible and ethical considerations. Institutional or, rather, 
project practice was largely influenced by the foundations set by the host 
organisation, the SLQ, in addition to the guidelines from the Media Entertainment 
Arts Alliance (MEAA). This had been a notable element of establishing CitizenJ's 
identity. Credibility was a big catalyst for contributors' participation in the program 
(Anderson, 2013). The process of submitting a story for publication and ethical 
practice in such storytelling were regarded as fundamental to story co-creation and a 
central aim of training 'credible citizen journalists'. The coordinator's role was to 
work with contributors to make these stories as credible and publishable as possible, 
and for the contributors to understand how to produce ethical stories, while still 
keeping the story authentic. This also suggested a form of gatekeeping, which in 
itself challenges current ideas of citizen journalism practice (see Bruns, 2008; 
Meadows, 2013). However, the program was established for the very reason of 
facilitating learning in the community, so the coordinator’s gatekeeping in this 
instance was that of a social learning intermediary or brokering role between the 
library and contributing volunteers to the program. This was largely a result of the 
CitizenJ program’s place in a well-established government institution that was 
already steeped in a particular history of ethical practice.  
In addition, for the purpose of facilitating ethical practice, CitizenJ made a 
'Contributor's Toolbox' available on the public website that provided a tool kit of 
documents, templates, points to best practice and a guide to the story submission 
procedures. Despite promoting more hard and fast rules in ethical practice, compared 
to ATB in chapter 6, the collaborative nature of the program did provide an 
opportunity for the CitizenJ rules to be co-created between facilitators and 
contributors, thus allowing community ownership in ethical practice. This shared 
repertoire of resources was a result of co-creation between CitizenJ staff and the 
voluntary contributors. The rules were a combination of SLQ’s institutional rules, 
that of the MEAA, and suggestions from contributors. Community ownership of 
ethical practice was effective in maintaining appropriate conduct with voluntary 
contributors, and sharing responsible practice. The Contributor’s Rules video could 
be found on the main webpage (see Figure 9), and there was emphasis that this 
project followed the "Media Alliance (MEAA) Code of Ethics" and CitizenJ's core 
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values, "trust, transparency, respect and accountability" (CitizenJ, 2013). The video 
on the public website that accompanies these rules was co-created by two CitizenJ 
contributors, and used animation and music to entertain as well as inform. This made 
the rules highly accessible. This video was originally placed further into the site, but 
the learning generated in the project and a subsequent redesign of the website moved 
this to the main page, further emphasising the importance of these rules from the 
outset. The contributors' rules were as follows:  
• Use your real name (saying who you are is an essential part of 
earning trust) 
• Follow the law 
• Follow the Media Alliance Code of Ethics 
• By joining up you agree to CitizenJ and the State Library of 
Queensland publishing and/or archiving any and all of your 
content in perpetuity 
• Follow the State Library of Queensland Terms and Conditions 
• The State Library of Queensland Privacy Policy will apply to you 
• In all of your dealings, be mindful of CitizenJ's core values: trust, 
transparency, respect and accountability 
(CitizenJ, 2013)  
These rules were publicly available to all participants in the program via the CitizenJ 
website, and were regularly referred to all new contributors. Contributors were often 
referred to the Contributor's Toolbox for best ethical practice, and the editing 
available from the newsroom coordinator and facilitators also provided important 
guidance.  
Managing Contributors and Technology Stewardship 
Managing volunteers was an area where project facilitators aimed to achieve the best 
possible outcomes and sustainability, and where the need to remain flexible was 
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paramount.  Adapting to fluidity is commonplace in the community broadcasting 
sector, due to the unpaid nature of this area (see also chapter 6).  
With 4EB for example...because it's voluntary, there's a lot more room for 
movement within the shows, and they rely on volunteers, so they need to 
keep the volunteers enthusiastic, I guess. And they don't have the same 
commercial pressures of commercial media to stick by that formula that 
works. [Skjonnemand, Interview, August 2013]  
The utilisation of the facilitators also based in the community broadcasting sector 
contributed particular knowledge to CitizenJ in the management of volunteers. This 
was an asset to CitizenJ. These facilitator skills assisted with how best to work with 
such volunteers, and to keep the project moving and active. Working best with this 
community broadcasting facilitator skill set was of value to the overall running of the 
CitizenJ program, and provided valuable brokering between these organisations in 
volunteer coordination.  
Further means of engaging participants in the CitizenJ program was provided via 
online platforms. CitizenJ's technology stewardship (Wenger et al., 2009), with the 
management and engagement of their volunteer community online, was similar to 
that of All the Best, discussed in chapter 6, with the use of existing publicly available 
social media platforms that were easily accessible to their participants. The use of 
social media, such as Facebook and Twitter, as key participant engagement strategies 
continued rapport with participants, and was a key communication resource for 
keeping participants informed, and facilitators engaged in contributors' interests.  
CitizenJ had three social media access points for participant engagement, and 
provided a means of technology stewardship in managing coordinating contributors. 
The first was the CitizenJ Facebook promotional page, the second was the Facebook 
Editorial group and the third, a Twitter account. There was also a collaborative Flickr 
account available for contributors to upload their photographs for stories, but this 
was not a central information sharing source. The Facebook promotional page and 
the Twitter account were driven by the facilitators for promotional purposes, but the 
Facebook 'Editorial Group' was largely participant driven. At the time of writing, 
CitizenJ's Editorial group had a membership of 144 participants (as of April 2016). 
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This was a place where most of the CitizenJ community learned. It was also a place 
for the coordinators and facilitators to gauge what was of interest in this community, 
and what their contributors wanted to learn [Skjonnemand, Interview, August 2013].  
CitizenJ’s Editorial Group on Facebook was a 'closed group', and participants had to 
submit a request and be approved by an administrator (the newsroom coordinator) in 
order to participate. As Gunawardena et al. (2009, pp. 6–7) suggest in regard to such 
technology stewardship and CoPs, "[s]ocial networking technologies present a forum 
for discussion and interaction. The domain represents common ground where 
participants share their ideas, knowledge, and stories". Social media also highlighted 
the nature of fluidity in such a project, and the technology stewardship of the 
CitizenJ facilitators to sustain active engagement and enthusiasm with contributors to 
share and read each other’s work for collaborative feedback.  
Volunteer contributors and facilitators alike added articles, resources and links of 
interest to this editorial group and contributors engaged in various discussions about 
these posts of interest:  
It's actually getting the basics. And even for journalism graduates, it's 
still being reminded of the basics of story gathering. What the key 
elements are and things like that. So it's really nice when they teach each 
other on Facebook. They'll post an article that mentions something about 
long form journalism where you forget about this daily routine and daily 
this and daily that and just really get into the more long term, detailed 
story. They're telling each other these things, which is wonderful. They're 
quite often posting articles from New York Times, or something like that. 
Which is really nice. [Skjonnemand, Interview, August 2013]  
The editorial group produced a space for contributors to engage in peer-to-peer 
learning, and an opportunity to engage in discussion and to share resources with 
peers, under the guidance of project facilitators, to the fundamentals of 
newsgathering and effective storytelling. No matter what level of experience 
contributors had, they were welcome to participate as freely as they liked and their 
contributions were valued. A small core group of contributors participated actively in 
this information sharing, but the majority of the editorial group demonstrated more 
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peripheral participation, and did not actively post. However, these peripheral 
participants were still observed as members of the group, as membership of this 
group was consistent and sustained throughout the course of this study, and members 
were free to leave at any time. The newsroom coordinator demonstrated a friendly 
and approachable rapport with contributors, and often responded and replied in the 
comments section with what was interesting about the information shared, and this 
was a prompt to further discussion and debate.  
Parameters for respectful discussion were on clear display, and this was an important 
element in the moderation of the Facebook group. Bruns (2008), referring to the 
work of Clay Shirky, notes that the introduction of online personas relating to human 
contributors involved in citizen journalism projects is an important precondition for 
the emergence of a community heterarchy, no matter how fluid that can be (p. 77). 
The CitizenJ program, and this online editorial group, was practised as a democratic 
place for sharing information and knowledge between both facilitators and 
participants. Valuing diverse skills amongst the CitizenJ community was a 
significant attribute, and also emphasised the CoP that the contributors themselves 
were creating:   
...People value the other contributors' points of view and links that they 
provide and they learn from each other's stories. Not all the time, but 
they're reading each other's stories. So that's really great and in a way, 
they've come to value each other, more than me, which is great. I guess 
you need a balance between learning from someone who's experienced 
and sort of knows the rules legally, in particular, and what makes a story 
work with the community voice and peers. [Skjonnemand, Interview, 
August 2013]  
Valuing contributors' points of view emphasises the nature of mutual recognition and 
respect for community members in this learning process. It also took the focus off 
the newsroom coordinator as the expert practitioner and produced a collegial 
environment. This was also sustained long after the program had officially ceased. 
Nearly twelve months after the project had formally ceased, the CitizenJ Editorial 
Group was still active (August, 2015), with a few former contributors still sharing 
news items and articles of interest, particularly in the area of new storytelling 
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projects emerging internationally, the Walkley Media Storyology Conference in 
Sydney, and updates in wider media about stories that were explored many months 
earlier in the program. This ongoing online discussion forum demonstrates that a 
CitizenJ participant driven CoP existed long after the program had finished 
indicating that a CoP can linger long after its official group (or in this case program) 
has disbanded (Wenger, 1998, p. 96).  
Other Modes of Program Facilitation 
In November 2013, as CitizenJ neared the end of its funded period, a six-day 
intensive workshop was offered, and attracted eight participants. These participants 
included existing CitizenJ contributors, and newcomers, made aware of the short 
course via SLQ and The Edge promotional channels. The workshop itself was 
designed by both the newsroom coordinator and CitizenJ contributors, via call out 
for submissions on the CitizenJ webpage and social media platforms. Collaborative 
meetings were held with the coordinator and interested volunteer contributors at The 
Edge to assist in designing this short course, and materials were coordinated online 
through existing social media software, as discussed earlier in this chapter. This was 
another means for facilitators to experiment with program delivery in the wider 
CitizenJ community via a more formalised and traditional workshop approach. Both 
the newsroom coordinator and the contributors could add to an online folder of 
resources, and contribute to a shared repertoire of materials for the course. Co-
ownership of learning materials tapped directly into participants’ interests and was 
vital in the success of the short course design and delivery.  
Participants had six days to write and produce a story that was of interest to them, 
and to use the skills that were taught as part of the course. These skills included 
writing for print publications, adding digital media, photography, interview 
techniques and understanding media ethics in practice. The stories created in this 
workshop came together in an anthology publication that was available for public 
distribution. Stories included a range of topics from community bee keeping, electric 
power assisted bicycles, a profile piece on a well-known Indigenous musician, and 
controversy surrounding funding cuts in renewable energy. These stories also had a 
strong human interest focus, and again followed the program's evolution into long 
form journalism and community storytelling.  
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Chapter Conclusion 
The library is an emerging area of participatory media practice, and a place to 
experiment with various genres of community-based media. The CitizenJ program 
allowed a new way to explore the mission of libraries and librarians in knowledge 
creation. This chapter has explored and described the facilitation between the 
participants and the coordinators to generate the project's learning and development. 
Social learning is illustrated here by the project’s flexibility to shape itself to its 
contributors’ needs and interests. The small staff numbers allowed a rapport to be 
established with participants, and thus the program responded in dialogue with 
contributors. This program also suggests another take on community media practice 
and challenges typical models of facilitated participatory media programs. CitizenJ 
was a facilitated program, but also sustained its own strong participant CoP. 
However, it did encounter some challenges.  
Social learning in this case study was not friction free, and involved some challenges 
in negotiating meaning and identity in practice. It was these challenges that 
contributed towards the learning at all levels of the social learning system (The Edge, 
the newsroom coordinator and the participants), and contributed to the discussion 
around defining citizen journalism practice. The juxtaposition of differing ideologies 
between participating partner organisations that appeared to be a challenge from the 
outset, produced an opportunity to consider how citizen journalism is defined in 
various contexts. CitizenJ was an experiment, but it had clear foundations in best and 
ethical practice, and facilitation. However, unlike the ATB case study explored in 
chapter 6, CitizenJ framed its practice by establishing strict rules in regard to ethical 
project practice. Although experimental, and flexible in responding to contributors’ 
interests, the rules created by a well-established government host organisation 
(SLQ/The Edge) may have provided a hindrance to attracting more activist 
participation. Conversely, such ethical practice did attract a certain type of 
participation, with particular reference to final year and graduate journalism students, 
and those primarily interested in community storytelling.  
CitizenJ was established as a pilot program and as a site of experimentation in the 
library/GLAM sector through multiple and diverse organisational collaborations. The 
social learning in this particular program highlights how diverse organisation 
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ideologies can provide conflicting identity issues in defining practice, but 
opportunities for emerging new practice.   
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Chapter 8 - Conclusion  
Introduction  
This thesis has explored social learning in community-based media organisations 
across three sectors or domains: The CACD Sector (CACD), community 
broadcasting, and the galleries, libraries and museums (GLAM) sector. This study set 
out to explore how facilitators in these organisations and their associated projects, 
learn to facilitate storytelling as a co-creative media practice, particularly as these 
practitioners and their organisations sit at the coalface of innovation in participatory 
and co-creative media storytelling methods and techniques (Woodrow et al., 2015).  
Throughout this thesis, I have argued that co-creative media methods also support 
social learning. They are often used in these sectors for developing a problem solving 
capacity through participatory storytelling practices. The projects considered in this 
thesis were undertaken for the purpose of solving larger, specific problems through 
storytelling (including establishing a Creative Recovery Network (CRN) that can be 
re-activated on an as-needed basis; generating local content and developing 
audiences for a nationally distributed radio program; and developing citizen 
journalism as a form of public culture) and contributed to larger bodies of 
knowledge. Co-creative media activity in these sectors can be considered as 
characteristically experimental. Significantly, the projects studied in detail here 
represent only a miniscule sample of the co-creative media activity being undertaken 
across these sectors at any given time. An audit of co-creative media activity 
undertaken across these sectors between 2012 and 2015 conservatively estimated that 
there were at least one hundred projects that shared these characteristics in Australia 
in this period (Spurgeon, 2015). This research has revealed that these practitioners 
and their organisations sit at the coalface of innovation in participatory and co-
creative media storytelling methods and techniques (Woodrow et al., 2015).  
In this chapter I discuss the common characteristics of these case studies when 
analysed as social learning systems. I conclude by addressing the implications of the 
key findings for further research and how these insights extend knowledge of 
community media, arts and public culture institutions. The central research question 
posed by this thesis was: 
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How do community-based media, arts and cultural organisations learn to 
facilitate storytelling as a co-creative media practice?    
This was addressed through three key sub-questions:  
A) How do community media and arts organisations develop project practice 
through social learning in order to maintain and develop current knowledge 
in an evolving media landscape? 
B) How do the participants in these co-creative media projects contribute to 
the project and organisational level learning? 
C) How does the experimental and social nature of community media and arts 
organisations and their programs of community engagement influence how 
they learn? 
The three case studies presented in this thesis from the CACD, community 
broadcasting and cultural sectors may seem disparate at the outset, but what they all 
have in common is that they facilitate storytelling in communities with co-creative 
media practice, and broker this learning via technology stewardship (Wenger, et al., 
2009) at both their own organisational level and that of the wider community level, 
to facilitate storytelling, digital skills and professional learning. Furthermore, the 
storytelling projects and their host organisations presented in this thesis are 
participatory and exist to engage the communities of which they are a part 
(Carpentier, 2011). They are important organisations for facilitating learning in 
under-represented communities and/or provide training for practitioners seeking 
further paid employment in the media industry (Rennie, 2006, 2011). All three case 
studies are located in activist sectors that contribute to new knowledge, voices and 
perspectives that are otherwise not often publicly heard. In the process of this 
facilitation, they illustrate CoPs (Wenger, 1998, 2000, 2006, 2011; Wenger-Trayner 
& Wenger-Trayner, 2015), and also use storytelling as a tool for learning. These 
projects are also located in sectors with vulnerable funding environments, as 
highlighted in chapter 1, and therefore facilitators need to learn quickly and 
effectively in project delivery. 
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The theoretical framework that has largely influenced this study is that of Etienne 
Wenger's (1998) 'community of practice' (CoP). This social theory of learning 
provides an opportunity to explore where these creative projects are located in the 
bigger societal picture, given that storytelling itself is an important tool for learning, 
and how these organisations and their facilitators learn to facilitate co-creative media 
practice for storytelling in situ in a community context.  
Review of Chapters  
At the beginning of this study, in chapter 1, I provided a research context of the 
funding issues and resulting activism in these sectors. Learning in these sectors is, by 
necessity, flexible and fluid. This is not only as a response to the ever changing 
media landscape and the high staff and volunteer turnover in these organisations, but 
also because of continual shifts in funding arrangements. Furthermore, these small to 
medium organisations are sites of innovation and activism in the arts and media 
sectors. In chapter 2, I discussed concepts of social learning with a particular 
emphasis on Wenger’s (1998) concept of CoPs, with the addition of some 
complementary scholarly insights, including Reed et al. (2010, p. 6). They argued 
that social learning is a change in understanding that goes beyond the individual, to 
become situated in CoPs through social interactions between actors within social 
networks through either direct interaction or through mass media or Web 2.0 
applications. I also emphasised the significance of online affordances in social 
learning and the concept of technology stewardship (Wenger et al., 2009) as a means 
by which to disseminate and share program or project learning. Chapter 3 discussed 
the relevance of storytelling as a tool for learning in these organisations, as a way of 
enacting social change, and facilitating sustainable storytelling skills in the 
communities of which these projects are a part. I highlighted the constant evolution 
of storytelling practice as a result of the emerging participatory media landscape and 
discussed the models of participatory organisations, such as those located in the 
CACD and community broadcasting sectors (Carpentier, 2011). Lastly, in this 
chapter, I positioned such practice in community organisations within a social 
learning system.  
Much of the previous research undertaken in digital and related co-creative media 
practice has been conducted at a micro level, between the storyteller and facilitator 
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(see chapter 3). My research has aimed to understand how these organisations are 
learning to facilitate such storytelling as co-creative media practice at a meso level, 
or “mid-level”, of analysis (Wenger, 1998). A social learning system was introduced 
in chapters 3 and 4, as part of the research design, and is presented here again in 
Figure 11. 
 
Figure 11: Social Learning System 
This social learning system considers how these organisations learn to facilitate this 
practice through the development and maintenance of CoPs at the middle (meso) 
levels of the social learning schema in Figure 11. This is illustrated and located 
between storytellers and facilitators (level 1), and facilitators and the organisational 
contexts in which projects were undertaken (level 2). This research has served to 
illustrate the social learning process in this system as an exchange of knowledge and 
skills as a result of the engagement of diverse expertise at these levels. Community 
co-creative media is a significant practice in these projects, considered in the case 
Listening Publics







1 Learning (micro level)
2 Learning (meso level)
3 Learning (macro level)
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studies here because its critical orientation to participatory media is well-suited to 
building user led storytelling and related problem solving capacities. It is a facilitated 
form of media practice, in which these organisations have built considerable 
expertise, and can be distinguished from other participatory media practices and user 
generated content typically found on the Internet (Burgess & Green, 2013; Hartley, 
2009b).  
Organisations in the CACD, community media and cultural sectors have assumed an 
important role in facilitating widespread public development of media skills and 
related problem solving capacities by providing access to workshops and other 
opportunities to develop these skills in ways that are meaningful to participants, and 
more effective and accessible than formal learning alternatives for this reason. Co-
creative media practice in storytelling requires mentorship, expertise and flexibility 
in the fluid project based environments where this community-based storytelling 
occurs. However, as revealed in this study, and as represented by the social learning 
system, facilitation does not only exist at the micro level between the storyteller and 
the facilitator, but also exists at a wider organisational level. Sector wide, all case 
studies support CoPs and each can be mapped onto the social learning system that is 
schematically described in Figure 11. These case studies also showed multi-party 
collaboration to be an important characteristic of co-creative media activity, both at 
the inter-organisational level of each sector, but also across the broader field of co-
creative media practice and beyond. As a result, each case study supports the key 
finding that they are also important parts of a larger social learning system. Although 
pathways to formal training or employment were not the focus of this study, there 
was sufficient anecdotal evidence to warrant further investigation of these links. 
Facilitators in three cases were also well aware of their position in a larger system, as 
part of a sector, and of their contribution to and understanding of it. In addition to 
this, each case study illustrated various strengths of learning components in their 
CoP. Below, I have used Wenger’s (1998) components of learning, explained in 
chapter 2, to indicate what the dominant strengths of each case study were, and 
where these fit within the larger analytical frame of social learning. 
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Figure 12: Dominant Strengths of Co-creative Media Projects Illustrated Using 
Wenger's Components of a Social Theory of Learning with Communities of 
Practice (adapted from Murillo, 2011 p. 10, Wenger, 1998, p. 5). 
Chapter 5 introduced the first of the three case studies, the CRN, and a participating 
project called, Afloat. The CRN had established itself as a purpose built CoP at a 
sector, project and participant level, as part of a large multi-party collaboration 
(Bouwen & Taillieu, 2004). The CRN and, in particular, Afloat, demonstrated a 
dominant strength to facilitate ‘learning as belonging’ (Figure 12) through co-
creative media practices. Learning about how to facilitate community connectedness 
through creative expression and storytelling was the wider aim of the CRN. The 
CRN functioned as a CoP that linked facilitators, many of whom were themselves 
affected by the natural disasters that were the catalyst for developing creative 
recovery practice across regional Queensland. Sharing stories helped communities to 
recover in numerous ways, including by putting into circulation stories that served as 
points of identification that fostered a renewed sense of local belonging at the level 
of participants and facilitating creative practitioners. Multi-party collaboration was 
also a key feature of ‘learning as belonging’. Community and individual resilience in 
the face of adversity, as well as knowledge of how to re-activate this capacity, if and 
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collaboration provided to develop multi-disciplinary and multi-service strategies to 
address large-scale challenges of community recovery after natural disasters. Multi-
party collaboration was not limited to the top levels of project coordination and 
resourcing, but also supported active, experience based learning amongst 
stakeholders and individual practitioners that also contributed to the social processes 
of developing, documenting, and disseminating knowledge of ‘learning as 
belonging’. Storytelling forms and media were also important to these processes of 
brokering this knowledge to the wider creative recovery CoP, for example through 
the development of an online platform to store records, outputs and resources 
developed across the CRN and make them accessible for future reference. CoPs 
associated with co-creative media do not always continue after a project has 
concluded. This was one aspect of the problem that the CRN aimed to address. The 
CRN was established online, as well as through activities in geographic 
communities, so that it could be re-activated should disaster occur. It set foundations 
for supporting social learning about recovery in case of recurrent disasters. It was an 
experiment, but one in which learning about the emerging practice of creative 
recovery and how this might be shared with disaster-affected communities in future, 
was a significant outcome in itself. The CRN platform was a digital habitat purpose 
built by CACD organisation and technology stewards Feral Arts. I will return to the 
role of technology stewardship in co-creative media practice towards the end of this 
chapter. 
Chapter 6 presented a case study of two radio storytelling programs in the Australian 
community broadcasting sector. The first of these two examples, All the Best, (ATB) 
is built upon a CoP that has evolved with the program over time to co-create 
innovative and experimental content.  ATB receives modest but consistent funding 
and is supported by an enthusiastic pool of volunteer producers whose skills 
development is supported through the ATB CoP. ATB has facilitated opportunities 
for these amateur producers to create work of a pro-am quality so that they may 
progress with a suitable portfolio of work to enter the paid media industry. ATB also 
collaborates with media training organisations, like the CMTO, and other community 
radio stations, to further mentor producers, build storytelling capacity, develop radio 
storytelling practice and provide access for marginalised voices to tell their stories in 
their own words. As indicated in Figure 12, ‘learning as becoming’ (in this case radio 
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storytellers) was observed to be the dominant strength of facilitation through ATB 
and community broadcasting practices more widely. In an environment made fluid 
due to high turnover of volunteers and paid staff, a significant feature of this CoP 
was the way that the ATB CoP was structured to embrace newcomers by providing a 
structured induction to the program and its production practices. This took the form 
of a guided story submission process and commenced with a ‘pitch party’, which 
socialised newcomers to the group and also supported peer learning, collaboration 
and networking. Each generation of ATB producers built upon the foundations set by 
earlier producers and extended the shared repertoire of tools and resources that had 
been developed in the adjacent social learning process of ‘learning as experience’ 
(Figure 12). ATB practitioners have strongly identified the program and themselves 
as innovative radio storytellers at the coalface of the podcast and radio storytelling 
resurgence in Australia at the current time. This strong sense of identity builds a 
shared sense of purpose, which helps to attract new participants. This shared sense of 
purpose, backed up with effective procedures for quickly incorporating newcomers, 
provides a sustained innovative practice.  
The ATB CoP is interesting because, at the time of writing, it had sustained the 
program with modest outside funding for producers for a number of years. The 
program’s identity as a space for innovation in storytelling practices also saw it take 
leadership roles in further collaborations. The festival based program, Radio With 
Pictures (RWP) was also discussed in chapter 6. This provided opportunities for 
ATB program producers to diversify practice and skills, and to develop audiences for 
storytelling beyond the radio program itself. It also put ATB in the front line of 
community broadcasting experimentation with the digital radio broadcasting 
transmission platform, and to experiment on new forms of storytelling for this 
platform, which combined visual arts with narrative storytelling on digital platforms.  
Chapter 7 focused attention on another feature of the co-creative media social 
learning system. The case study considered here was the CitizenJ program hosted by   
the State Library of Queensland’s (SLQ) digital culture centre, The Edge. CitizenJ 
explored emerging citizen journalism practice in a facilitated setting, and its potential 
to contribute user led perspectives to the public record keeping and social history 
curated and maintained by libraries. Social learning was demonstrated in this case 
study by the project’s flexibility to shape itself to its contributors’ needs and 
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interests. Establishing CitizenJ, facilitator identity and a CoP in this multi-party 
collaboration required careful negotiation of different stakeholder interests. 
Organisational and participant friction, mainly over conflicting ideas of practice, was 
observed. This finding invites further scholarly and sector discussion in regard to 
how citizen journalism is defined when there are opportunities to experiment in a 
situated environment. CitizenJ did initially struggle to find its identity as a result of 
conflicting participant understanding and institutional histories of practice. However, 
the flexibility of the co-creative media approach of the project allowed these 
conflicting ideas to play out and, as Wenger (1998) suggests, disagreement and 
challenges are still forms of participation and still contribute to a shared practice. 
CoPs need not always be agreeable, and disagreements can still be productive. The 
diversity of opinions on citizen journalism practice was also a contributing element 
to facilitator learning. Because CitizenJ was an experimental, short-term project, the 
associated CoP did not have the same time to establish the strong foundations 
illustrated in ATB. However, foundations that were set by a flexible newsroom 
coordinator were sufficiently strong to support the development of a participant 
driven CoP that developed more organically outside the program. This CoP 
continued after the project had ceased, and was still active at the time of writing. 
This demonstrated a strong level of participant collaboration and interest in the 
program that also has the potential to be re-activated should CitizenJ be resumed in 
future.  
CitizenJ staff were accomplished media producers and community facilitators, drawn 
from community media and public service media backgrounds. They successfully 
established good rapport with participants, and the CitizenJ program developed in 
dialogue with these contributors who, in turn, honed their skills in the CitizenJ CoP. 
The dominant strength of the CitizenJ system was to support ‘learning as experience’ 
and ‘learning as doing’ (Figure 12). CitizenJ also suggested another take on 
community media practice and challenged typical models of facilitated participatory 
media programs with its location in a state library, and as part of a digital cultural 
centre (Carpentier, 2011). 
One key feature that these three case studies had in common was an effective 
understanding of technology stewardship (Wenger et al., 2009) as a way to sustain 
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and engage rapport and participation with their communities of interest. I discuss this 
further in the next section.  
Technology Stewardship 
All three case studies demonstrated varying forms of technology stewardship 
(Wenger, et al., 2009) in project facilitation, and had established digital habitats for 
their communities to stay engaged online. This was via the creation of purpose built 
online platforms (CRN) or with the use of existing social media platforms (ATB and 
CitizenJ). This was largely as a means to ease communication across geographical 
boundaries, and to provide resources, participant engagement and examples of 
practice.  
Technology stewardship had two main motivations across all three case studies: 
• Broker digital and related co-creative media storytelling skills (Wenger, 
1998; Wenger et al., 2009)  
o Build relationships to create a CoP(s) and bridge multi-membership 
o Map and connect practice 
o Gather and respond to participants’ needs and interests 
• Spreadable learning through wider social networks (Jenkins, 2009; Banks & 
Potts, 2010; Reed et al., 2010) 
o Through discussion (share ideas, contacts, practice). 
o Via examples of stories or case studies.  
o To connect geographically disparate participants (both individual and 
organisational).  
o Share information between facilitators and participants 
o Provide a shared repertoire of resources, forms, documents and 
procedures.  
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The case studies in this thesis are networked and distribute their learning freely on 
online platforms (Banks & Potts, 2010; Reed et al., 2010; Wenger et al., 2009). Each 
project or organisation provides an online space or digital habitat for their 
community participants to learn, as well as for their own learning as facilitators.  
Freely accessible and existing social media platforms, like Facebook, provided 
significant leverage for established CoPs to stay involved, even at a peripheral level 
of participation when a project had ceased, as there was very little effort for their 
participants to log in elsewhere. It also provided opportunities for re-engagement 
should a project resume on a needs basis. Such social media platforms are more 
driven towards the personal and are more suited to relationship based CoPs, like 
ATB, and for encouraging wider discussion, such as CitizenJ. Relationship building 
CoPs (Wenger et al., 2009), like that in ATB, gravitate well towards social media 
platforms (such as Facebook). Similarly, once the CitizenJ project had ceased, the 
free use and accessibility of Facebook for the editorial group of CitizenJ allowed the 
conversation within its community to continue.  
As the CRN is a larger sector network that involves multi-party stakeholders 
involved across sectors, it is a CoP that exists on a larger organisational scale. 
Therefore, the CRN platform requires more of a call to action to re-engage 
participants through events such as The Creative Recovery Community Forum. The 
nature of the CRN is a sector wide CoP, and its central, purpose built, digital habitat 
is driven more by case studies and project stories, than by establishing more personal 
relationships for learning amongst contributors, such as that seen in programs like 
ATB or CitizenJ. The CRN platform’s purpose is largely driven by a cross-
organisational context, to map practice and create connections between practitioners 
across both organisations and sectors (health, education, CACD).  
Community Media, Arts and Cultural Organisations as Social Learning 
Systems  
John Hartley (2009a) argues that literacy belongs to the social system, not to 
individuals, and that the social system “requires both individual agents and 
organizing institutions” (p. 34). Social learning facilitated by community media and 
arts organisations and practitioners involved in co-creative media storytelling 
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practice is important in providing practitioners and community participants with a 
range of literacies, skills and competencies in a larger social system. Case studies in 
this thesis illustrate the particular capacity of organisations in the CACD, community 
media and cultural development sectors to anticipate and respond to the social 
learning requirements of the larger social system on a needs basis, and to facilitate 
rapid learning about the use of participatory storytelling techniques throughout their 
own networks. Furthermore, many of these community media and arts organisations 
demonstrate some overlap in the way in which they use and network in the larger 
social learning systems they inhabit, and draw on expert knowledge in a cross-
disciplinary capacity, as described below.  
Organisations in the CACD, community media and cultural sectors have their own 
expert knowledge, experience and skills. These assets are subsequently shared in and 
beyond their own CoPs and, as demonstrated in this thesis, storytelling projects and 
programs have been undertaken as multi-party collaborations (Bouwen & Taillieu, 
2004) that involve multiple stakeholders. These stakeholders, and their contributing 
facilitators, can learn at a sector level, for example, from different radio stations and 
training organisations located in the community broadcasting sector (ATB, RWP), or 
involve those from diverse sectors (CACD, health, education, social services) in 
creating new and emerging practices, such as creative recovery work in traumatised 
communities (the CRN and Afloat). Multiple stakeholders also contribute differing 
viewpoints in existing but debated practice, such as citizen journalism, but this adds 
further perspectives to the practice (4ZZZ, The Edge/SLQ and CitizenJ). As a result, 
facilitators (usually creative producers and project coordinators) learn and contribute 
diverse expertise through participation in multiple CoPs. These organisations and 
their facilitators learn in situ across multiple CoPs in authentic and real world 
contexts. The limited resources in these community contexts stimulate the 
development of methods that optimise participant engagement.  
Social learning creates emergent structures (Wenger, 1998) as these organisations 
and their projects learn in fluid environments. They have all learned to be flexible 
but, at the same time, create a structure to sustain or the potential to re-engage 
participation from their local communities. They have the skills to facilitate rapid 
learning about the use of participatory storytelling techniques, theorised in this thesis 
as co-creative media, through their own networks, and contribute various social 
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benefits, including building problem solving capacity in communities managing 
trauma, as illustrated in the CRN and Afloat case study. Rapid learning about using 
co-creative media methods to articulate and address community needs also occurs as 
a response to precarious funding environments and a continually evolving media 
landscape. Learning often occurs by doing, experience and reflection (Wenger 1998, 
2011). Much of the literature on co-creative media practices emphasises particular 
qualities for co-creative media practitioners, notably flexibility, ethical practice, 
listening and responding to community storytellers. By focusing on the meso levels 
of three co-creative media social learning systems, this thesis has also demonstrated 
that concerns for these qualities are also embedded at the organisational level of 
these systems. 
Currency of Practice, Experimentation and Relationship to Project 
Contributors 
In response to research sub-questions A, B and C, what is common to all three case 
studies, these storytelling projects and these sectors, is that they contain participants 
with expert knowledge, varying degrees of experience, and a great diversity of skills. 
All case studies maintain currency of practice through experimentation and diverse 
and innovative collaborations with other organisations and practitioners through 
multi-membership and cross-disciplinary learning. Project contributors/volunteers 
involved in these participatory and co-creative media projects contribute to the 
project/organisation's learning by way of relationship building, and an exchange of 
knowledge between newcomers and facilitators. Learning is disseminated freely and 
shared openly in sector networks. Projects such as ATB encourage such an exchange 
of knowledge, and CitizenJ provides an approachable environment to establish itself 
as a service and to respond to the needs of their participants. The CRN and Afloat 
work closely with their local affected communities, and respond to their needs in 
project practice through ongoing problem solving and reflection. They seek the 
advice of other organisations and practitioners with applicable expertise and make a 
point to exchange learning experiences for the benefit of emerging creative recovery 
practice.  
Social learning is distributed in the case studies amongst practitioners, shared 
through collaboration and is usually produced from the bottom up. Each case study 
   
page 205 
also demonstrates some form of technology stewardship as a means of social change 
for use in their own facilitator learning, and to broker technology through co-creative 
media storytelling practice to their communities as a means of contributing 
sustainable skills and community connectedness at both a practice and community 
engagement level. 
Implications for Further Research 
Social learning theory concepts such as CoPs provide a practical and applied 
approach to describing and analysing how professional learning occurs in these 
organisational contexts. Projects in the community media and arts sectors tend to be 
multi-party and practitioners have multi-memberships to a variety of social learning 
communities. These CoPs require the opportunity to develop, and can exist on many 
varying levels: a personal level as a practitioner, an organisational level and a sector 
level. Funding and resourcing have also had a significant effect on project 
sustainability and this, in turn, affects long-term learning opportunities to improve 
and develop practice. The projects presented in this thesis are examples where 
learning has occurred in fluid and flexible learning environments with varying levels 
of success as a result of funding, resourcing capabilities and, importantly, time. 
Social learning in these storytelling organisations has the potential for population 
wide learning not typically available in formal institutions, and is available to 
communities outside the education sector, like the ones presented in this thesis. 
CoPs in such diverse projects, particularly in regard to geography and participation, 
require strong technology stewardship. Often online spaces or digital habitats are 
used for project communities to meet, and for facilitators to gauge an ongoing 
understanding of what their participants are interested in or require for learning. To 
sustain this in an online space, the software must be accessible and affordable, given 
vulnerable and project based funding arrangements and largely voluntary 
participation in project communities. As a result, further investigation into 
technology stewardship in such community media and arts based organisations 
would be of value to explore further the local and global potentials of co-creative 
media practice (Woodrow et al. 2015) and CoPs to further explore the possibilities of 
scaling up co-creative media practice and its population wide benefits.  
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Contribution to Knowledge 
This research has used social learning theory to illuminate one aspect of the social 
value of community media, arts and cultural organisations – specifically, how they 
contribute to our capacity to tell and share stories. This thesis shows how the people, 
organisations and networks of these sectors support an important social learning 
system that is geared to building capacity for, and supporting, social change through 
a particular orientation to participatory storytelling, described here as co-creative 
media. By deepening knowledge of how facilitators and organisations learn and 
improve their co-creative media practices this thesis contributes important insights to 
the wider conversation on the shaping and moulding of contemporary storytelling in 
participatory media contexts.  
This study has revealed that CoP theory is usefully applied to developing 
understanding of how learning occurs in community media, arts and cultural 
organisations and networks involved in mobilising participatory culture in 
community media contexts. Technology stewardship is shown in this thesis to be an 
important requirement of co-creative media practice. It stimulates the platforms of 
communication and exchange that are vital to co-creative media CoPs, as well as the 
platforms and contexts for wider publication and communication of stories. These 
organisations have a particular capacity to foresee and respond to the social learning 
needs of a larger social system, and to facilitate rapid learning about the use of 
participatory storytelling techniques that contribute to social change throughout their 
own networks.  
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Appendices 
Appendix 1: List of interviewees and case studies.  
Case Study 1  
(Chapter 5) 
Post-disaster Recovery Through Multi-party 
Collaboration in the CACD Sector 
Interviewee  Organisation Position 
Norm Horton Feral Arts Executive Director 
Sarah Moynihan Feral Arts Executive Director 
Shelley Pisani Creative Regions Creative Producer 
Andrew Gibbs Human Ventures Creative Director 
Scotia Monkivitch Contact Inc./Creative 
Recovery Network (CRN) 
Manager (CRN) 
Gail Smith UnitingCare Community Counsellor – Afloat 
Narelle Reed UnitingCare Community Counsellor – Afloat 
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Case Study 2  
(Chapter 6) 
Radio Storytelling in the Community Broadcasting 
Sector 
Interviewee Program/Radio Station Position 
Heidi Pett All the Best/FBi Co-Features Executive 
Producer (2014-) 
Belinda Lopez All the Best/FBi Features Executive 
Producer (2013-2014) 
Giordana Caputo All the 
Best/FBi/Community 
Media Training 




Gabriel Clark Radio with 
Pictures/Graphic Festival 
Co-Founder/Producer 
Radio with Pictures.  
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Case Study 3 
(Chapter 7) 
Citizen Journalism and Community Storytelling in 
the Cultural Sector 
Interviewee  Project/Radio Station Position 
Ursula Skjonnemand CitizenJ Newsroom Coordinator 







Storytelling and Public Service Media 
Interviewee Organisation/Project Position 
Cath Dwyer ABC Open Project Director  
Michael Bromage ABC Open Regional Producer – North 
Queensland 
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Appendix 2: Interview Protocol based on Creswell (2014).  
Indicative Interview Questions:  
Questions Theme 1 – Project Overview:  
Can you describe the project in your own words? 
Can you describe the organisational structure of the initiative?  
Questions Theme 2 – Role of the Project Director and Producers in Learning.   
What is your role and can you describe it? 
What sort of experience have you brought to the project?  
How did you become aware of co-creative media practices, such as digital and/or 
collaborative storytelling?  
How would you describe the roles of the facilitators/producers?  
What are their backgrounds and how does it contribute to the program?  
Is there any type of learning network, get-togethers or professional development 
opportunities to maintain consistency in delivery across the initiative and maintain 
currency in practice?   
Questions Theme 3 – Contributors  
How are contributors attracted to the project?  
How do contributors learn to tell great stories?  
What sort of challenges do you encounter here?  
How are stories selected for broadcast/distribution? What have you been learning in 
this process?  
How & why is facilitation important?  
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Questions Theme 4 – Publics and Platforms 
What has been the most successful aspect of this project/initiative?  
Can you describe your audience?    
What type of story is most viewed? 
Questions Theme 5 – Learning and Experiences 
What has been your biggest influence in your work with the project? 
What has been the most successful part of the project?  
What has been the biggest learning experience? 
 
